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Narrative Description in Marco Polo's Travels:
A Nonfictional Application of Bakhtin's Chronotope
by
Ute Margarete Saine
California Scace University-Long Beach

THROUGHOUT the text of Marco Polo's Devisementdu monde, 1 the reader
is repeatedly enjoined to believe the narration. Such a captatio benevolentiae
- the rhetorical convention inviting reade1 interest - typically takes the
form of assertions, such as "I am telling nothing but the truth"; "Everybody ought to believe this"; "This is how it was"; "This is how Marco Polo
saw it," and the like. The narrator even proposes to uphold the sophisticated distinction between eyewitness information, gathered firsthand, and
accounts obtained from others: 2
We will set down things seen as seen, things heard as heard, so
that our book may be honest and truthful without any lies, with
no one able to attack its statements as fabrication. And all who
read the book or hear it ought to believe it, because it contains
nothing but the truth. (39)
Upon entering the road of narration, however, the puzzled reader encounters what would seem to be very heterogeneous levels of veracity indeed.
The usual answer as to why Marco Polo's notion of veracity diverges from
our own is that it is rooted in the Middle Ages. That answer is obviously
not false, but it begs the question, which is, after all, of interest in a text
that has been maligned as farfetched fantasy by some and revered as
accurate travel relation by others.
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After pondering many narrative episodes for the rhyme or reason of
their fluctuations in reliability, I have found that the narrator's assurances
of veracity alone do not a truthful description make. For example, he will
brazenly assert, after having reassured us that he is telling the truth, "Let
me tell you in all sincerity that the people of that island [today called
Andaman] all have dog heads and teeth and eyes like dogs; and you should
not doubt that, for I tell you in short that they are completely similar to the
head of a large bulldog" (422). Did Marco Polo imagine to have seen such
creatures? Nothing could be more improbable. Obviously, the example is
indication enough that Marco Polo never set foot on the Andaman islands,
as the French editor patiently remarks in a footnote concerning this episode, or nonepisode, of the journey: "D' apres la description qui en est faite
on peut raisonnablement supposer que Marco Polo a mis le cap a I' ouest
apres les iles Nicobar sans debarquer aux Andaman" (421; my emphasis) .
This essay will not examine the degree of concordance between Marco
Polo's assurances of veracity and the veracity of actual descriptions: we ought
to be as sensible as the French editor in granting him his medieval leeway,
a certain veering between fact and fiction, which, as we have seen, is usually
detected without difficulty. Instead, the more worthwhile question seems
to be the following: How do descriptions of settings and events differ when
we can be reasonably sure that Marco Polo did see and experience them?
Gauging the degrees of accuracy in Marco Polo's actual observations and,
above all, examining whether there is a narratological pattern informing
the descriptions oflived experiences will be the aim of this article. By comparing key examples of narrated travel experiences, we hope to find a reason
for the discrepancies in veracity observed by previous readers of the Travels.
In order to establish our case that the Travels contains vastly different
kinds of descriptions, all of which are based on eyewitness observation omitting descriptions such as that of the Andaman people cited above,
which are not based on eyewitness observation - let us begin with three
descriptive passages presented "blindly," i.e., without disclosing for the
moment their geographical and chronological place along the route that
Marco Polo chose to be that of his narrative.
Our first passage concerns the observation of birds that some earlier
travelers had claimed to be griffins, the fabulous birds known from the
Philologus and later bestiaries. After conceding that the birds were indeed as
large as griffins are imagined to be, the narrator demurs: "But you must
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know that they are by no means such as men in our country suppose, or as
we portray them - half bird and halflion" (482). 3
In another passage, our second example, the narrator becomes the first
"anthropologist" to observe the custom of male postpartum behavior:
When a woman has given birth to a child, she washes and
swaddles him. Then her husband goes to bed and takes the baby
with him and lies in bed for forty days. . . . This they do because
they say that his wife has had her share of trouble in carrying
the infant in her womb, so they do not want her to endure
more during this period of forty days. And the wife is no sooner
delivered of her child than she rises from bed and does all the
work of the house and waits upon her lord in bed. (305-6)
The third example mentions a city in "a very great province and at one
time a very splendid and powerful one" (90-91). Instead of describing it,
the narrator mentions:

.

From [here] the three Magi set out.... Here, too, they lie buried
in three sepulchers of great size and beauty. . . . Their bodies
are still whole, and they have hair and beards as though they
were still alive. One was called Balthazar, the second Caspar,
and the third Melchior. Messer Marco was in that town and
asked several of the inhabitants about the lives of these three
Magi, but no one could tell him anything except that they were
three kings who had been friends and who were buried there in
days gone by. (92; chap. 31)

It seems obvious at a glance that in the first two examples we may
conclude the presence of a surprisingly open-eyed, unprejudiced narrator,
who not only plausibly relates strange customs (the second example) but
also profits from his experience with the unfamiliar to debunk European
misconceptions (the first example) . In the third passage, by contrast, readers
feel curiously shortchanged in their expectation that a city called "splendid,"
the capital of a region, probably with much commercial activity of interest
to Marco Polo, ought to stimulate a lively, detailed description. Instead,
they receive a hagiographic account about relics, the likes of which would
not require a visit to the site but could be obtained from indirect sources.
In addition, the modern reader - who does not share the parameters of a
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medieval person accustomed to hagiography in travel accounts - 4 is uncomfortably aware of the distinct possibility that, for once, "Messer Marco"
had asked the wrong question of the informants living in the city mentioned. By loading his interrogation with his own preconceptions ("those
Magi"), he utterly failed to exploit their knowledge as natives, precluding
any factual response on their part.
In the hope of assigning possible locations to the three episodes above,
let us persist for the moment in our concerted effort to suppress our topographical knowledge of anthropology and biblical history and imagine Marco
Polo's hypothetical trajectory from Venice via Persia and India to China
and Japan and returning via Indonesia and India. A fair assumption would .
be that the description of any location close to Venice and Europe would
freely display the narrator's greater ease of orientation and recognition of
the familiar. In harmony with this hypothesis, locations close to Europe
would evince abundant, precise, and verifiable narrative detail. According
to this assumption, we would almost certainly place the first two examples
closer to home, supposing that the relative objectivity of the description
corresponded to a region bordering on Europe. On the other hand, we
would surely relegate the third example to the farthest confines of Marco
Polo's journey, granting that he had reason to be disoriented by the
strangeness of his experiences. Another suspicion might arise, namely, that
the third example is not based on eyewitness information at all, which would
exclude it from the parameters of this essay as outlined at the beginning.
However, we can know that Marco Polo visited the city described in the
third example, in fact, perhaps repeatedly so.
In sum, the great surprise after examining the three passages above,
followed by example after example of similarly patterned narrative descriptions, is the following: the kinds of episodes resulting from a relatively familiar environment, as opposed to a totally unfamiliar one, do not fall into
the pattern anticipated above. The hypothetically "fair" as~ignment of
geographical locations, which we have suggested above, is not only inaccurate and inconsistent but we find it to be almost exactly the reverse of Marco
Polo's narrative practice: as a rule, places and events of the Far East are
described with great precision, 5 while those of the Middle East exhibit an
astonishing lack of descriptive detail.
How do we account, on the one hand, for extremely detailed narrative renderings of Chinese cities with a wealth of concrete detail and a
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minimum of fantastic elements when, in fact, those regions were completely foreign to the narrator and, as a matter of fact, to most Europeans?
How do we account, on the other hand, for the schematic treatment, suffused
with legendary elements, of regions such as the Near and Middle East, a
relatively familiar part of the known world, through which thousands of
Europeans had passed ever since the days of Alexander of Macedonia and
the Roman Empire? One thing is certain: because the assertions of veracity
quoted at the beginning demonstrably possess not the slightest effect on the
actual veracity of textual description in the Travels, the discrepancy must
be subordinate to some other epistemological and discursive system inherent
in the text, a system that we will attempt to elucidate in this article. 6
In order to proceed with the analysis of the surprising narrative dichotomy in Marco Polo's Travels, I would like to evoke a pertinent contribution to narratology that the Russian critic Mikhail Bakhtin made in the
1930s.

To bridge the gap between the formalist and the sociological ("realist")
analysis of literary texts, a gap that has haunted textual studies since their
inception in the late Middle Ages, Bakhtin introduces the term chronotope.
Bakhtin has deliberately fashioned a term - coined from the Greek roots
for time and space- that would correspond to Einsteinian relativity theory,
with time and space .forming parts of the same continuum rather than
discrete coordinates of human experience, as in the previous episteme so
well defined in Kant's Critique of Pure Reason. According to Michael
Holquist, the first critic to have made Bakhtin's Russian texts accessible in
English, chronotopes are "a unit of analysis for studying texts according to
the ratio and nature of the temporal and spatial categories represented."7 A
given author may display a variety of chronotopes in the same text; in turn,
given readers may perceive a text through a complex process of mediation
between their chronotope(s) and the chronotope(s) of the text. Hence,
according to Katerina Clark and Holquist, "the chronotope is a bridge, not
a wall" 8 between the world of the text and the world of the reader, as well as
a bridge between the actual world as a source of representation or mimesis
and the text representing that world through mimesis. To the extent that
each chronotope constitutes a way of representing the world, it manifests
itself in the guise of a certain discursive practice. Just as chronotopes may
appear juxtaposed or blended in a given text, or in the reader's apperception
of the text, narrative discourse may espouse the dialogic form of alternating
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heterogeneous discourses. This is to say that discourses that have been
borrowed from different sources and that represent different chronotopes
may coexist in one and the same text in order to constitute what Holquist
has aptly rendered as heteroglossia, 9 the coexistence and mingling - not,
however, the indistinct blending - of heterogeneous voices in one and the
same text.
What is the salient chronotope of Marco Polo's Travels, binding the
"world represented" with the "world as a source of representation"? There
can be no doubt that it is the road. According to Bakhtin' s essay "Forms of
Time and Chronotope in the Novel," 10 the road is one of the oldest and
most enduring chronotopes, 11 from the days of the Hellenistic adventure
novel to the heyday of the novels of chivalry, on to their heteroglot parody
in the picaresque novels and Donfh!ixote, and on further to the subliterary
genres of today's pulp fiction and soap opera.
At this point, someone may object: Why bother to adduce the term
chronotope when, in fact, the Travels is not fiction but rather an actual travel
relation with a real, traceable road followed by Marco Polo the traveler? 12
To this a variety of caveats should be addressed. First of all, Marco Polo's
road seems not that traceable, neither on a medieval map nor a modern
one, a complication that has been cogently explored elsewhere, notably in
the pioneering studies of Sir Henry Yule. 13 The road is clearly employed as
a narrative structuring device quite comparable to its customary function
in fiction, provided we keep in mind that its apparent linearity represents
twenty-five years of criss-cross travel and many intermittent stays experienced
by Marco Polo and his companions. Ifl may venture a personal comparison, I would consider it quite a tour de force to narrate my over twenty
years in the United States by tracing a straight line through all the American cities where I have ever lived or traveled and then tell and sell my
"story" in Europe as that of a single journey across the United States, all
undertaken roughly within the same period.
Another consideration making the application of the chronotope expedient concerns the often-debated problem of the narrator. The chronotope
permits us to connect Marco Polo - source of all information, yet referred
to throughout in the third person as "Messer Marco" - to the supposed
author of the Travels, identified in the prologue as a writer of chivalric tales
by the name of Rustichello (frenchified as Rusticien), presumed fellow inmate of Marco Polo's Genoese prison cell. Marco Polo and Rustichello can
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safely be assumed to have shared the same chronotope or chronotopes the host of assumptions and superstitions gyrating in the heads of latechirteenth-century Europeans. That the book was destined to reach the
largest possible contemporary public is exemplified in the expedient decision
to choose medieval French rather than Italian as the lingua franca of their
narrative. 14
From what has been said so far about the Travels of Marco Polo, it is
apparent that the chronotope would be of little use here had Bakhtin defined it as monological and homogeneous. Fortunately for us, Bakhtin
throughout in~ists upon intertextualiry, or what he calls the "dialogical
principle," which according to him distinguishes in particular the prose
narrative, making it uniquely permeable to a multiplicity of chronotopes. I
have already alluded to several factors (narrative condensation of twentyfive years, confusion of narrators, uncertainty of geographical aspects), all
of which challenge us to treat this travel account no differently than any other
fictional travel narrative. Moreover, since fictitious travel accounts usually
claim to be factual, the chronotope permits us to discard the narratively
arbitrary distinction between fact and fiction. To be sure, I hasten to add
that such a distinction is arbitrary not in terms of ethical or even heuristic
concerns - concerns not addressed in this paper - but decidedly so in reference to narrative and discursive practice.
In support of the assumption that fact and fiction partake in the same
discursive patterns, I need only mention the mounting evidence accumulated
in the last twenty years by a growing group of interdisciplinary intellectual
historians, among them, to mention but a few, Michel Foucault, Reinhart
Kosellek, and Hayden White, who have cogently demonstrated, each with
a different approach, that the supposedly factual discourse employed by
historians of any given period closely parallels the rhetoric of the fictional
discourse and the narrative strategies employed by the novelists of the same
period. 15
As we are now trying to probe what chronotopes might be responsible
for the paradoxically reversed difference in describing the Near and the
Far East, we are reminded that Bakhtin perceives two cultures in the Middle
Ages:
It can be said, with some restrictions, to be sure, that medieval
people in a way led two lives: one official, monolithically serious
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and somber; beholden to strict hierarchical order; filled with
fear, dogmatism, devotion, and piety; the other, of carnival and
the public place: free, full of ambivalent laughter, sacrileges, profanations of all things sacred, disparagement and unseemly behavior, familiar contact with everybody and everything. 16
In this passage, Bakhtin posits the separation of the two medieval cul- .
tures rather than their interpenetration, discarding the concept of fusion of
styles, voices, or inspirations so dear to the conventional organicist models
ofliterary criticism. Instead, he stresses the simultaneous duality of the two
medieval lives, the official and the carnivalesque, present in the dialogical
narrative voices of the medieval text.
It is precisely the emphasis on the interweaving and contrasting of two
different voices, styles, or languages (heteroglossia) that proves to be useful
for our purposes, for it permits us to identify the dualistic discursive practice that the narrator of the Travels displays when describing one or the
other of the two Easts, Middle or Far. To be sure, the term carnivalesque may
be of limited use in scanning a travel relation, although Marco Polo's not
infrequent humor - of which we find traces in the second example - could
conceivably be subsumed under the term. Nevertheless, the two distinct
manners in which the medieval narrator handles the "fear, dogmatism,
devotion, and piety" of official culture - on the one hand, succumbing to
their impact, and on the other, rejecting them in favor of unfettered
observation - have a direct impact on our study of the Travels.
In fact, the conclusion seems all but obvious. Marco Polo's descriptions
of the Middle East are shaped by what Bakhtin defines as the official medieval culture, the corpus, or, we might say, canon, of official biblical and
apocryphal texts, legends, and other hagiographic sources. Surfacing in a
profusion of literary genres and oral traditions, official culture was to furnish the chronotope of Marco Polo's narrative descriptions during the first
part of his travels. Those were the lands of the Bible, saturated with innumerable biblical references and imbued with legends. But they were also
the regions of the Muslims, the hated infidels of medieval literature, ever
since the Chanson de Roland at the latest. Because the language concerning
the regions touched by Christianity was predetermined by tradition, the
narrator of the Travels chose to adhere to it rather than incur censure in
Europe. The profusion of predigested narratable detail not only made
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narrating observed events and experiences redundant but literally seems to
have blocked the traveler's five senses, most particularly his vision.
If we attempt to summarize narrative procedures in this first section
of the Travels covering the Middle East, we discover, first of all, that topographical features are hardly mentioned, although it can be safely assumed
that Marco Polo had passed through certain regions, even if only because
he had to, in order to penetrate to the Far East beyond, where his presence
has been attested.
We are now ready to identify the third passage, quoted at the beginning,
as a characteristic example of the first chronotope. Now we comprehend
why the only fact mentioned about the Persian city of Saveh is the mausoleum of the three magi and the only human interaction reported is the
question about these legendary figures, addressed to the presumably puzzled
Muslim inhabitants. There are no renderings of observed visual data in this
scene, not even of the alleged tomb itself, let alone the appearance of the
Muslims interrogated. It seems almost as though Marco Polo had passed
through these regions blindfolded, as if listening to the inner voices of official
hagiography guiding him along on his trajectory through Persia and the
rest of the Middle East. Alternately, if we presume that Marco Polo actually
perceived the Middle Eastern ambiance, any details so noticed must not
have seemed worthwhile, either in the moment of the journey or in that of
the retelling to (and of) his ghostwriter, Rustichello, for their trace is notoriously absent in the account of his travels. Thus the blindfolded state of the
traveler, as it were, appears replicated in that of the narrator, so much so
that the narration, in its Middle Eastern passages, constitutes a mere repetition and amplification of the official lore about the Holy Lands, in no way
departing from, in Bakhtin's words, the "monolithically serious and somber" canon of religious piety. Literally and figuratively, Marco Polo renders
the Middle East as though he had not departed from Europe at all.
Accordingly, the description ofSaveh is by no means an exception. Let
us examine several successive episodes typical of the Middle Eastern
hagiographic chronotope. Soon after visiting Saveh, after having explained
why Mount Ararat, where the Ark rested, was difficult to climb, namely,
because it was sacred and taboo, the narrator describes how the ponds
surrounding a monastery on that mountain held no fauna all year - and yet
fish proliferated miraculously on the first day of Lent, when the monks
needed them for their Lenten diet. Similarly, only one page further, the
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description of Baghdad is concocted from miraculous elements. After
describing the Muslim caliph as some kind of antipope, the narrator presents a legendary historical exemplum in which the caliph, enemy of the
Christians, is punished for his greed for gold by the arrival of the Mongols
in 1255, in whose service, let us remind ourselves, Marco Polo effected his
travels of over twenty-five years. The episode immediately following, no
less didactic and ever more miraculous, relates how a Christian shoemaker,
in 1225, saved the entire Christian community of Baghdad from the caliph's
wrath by literally "moving a mountain." Somewhat further down the road,
the crowning achievement, and only fact mentioned, of the city ofTabris
consists of the curative powers attributed to certain belts that were woven
by the local Carmelites and were said to soothe pain.
The extent to which the Middle Eastern chronotope is dominated by
sanctioned and sacrosanct European traditions, including wishful thinking
based on them, is evident in a passage concerning a supposedly historical
battle between Christians and Muslims in Abyssinia: "And it was no miracle
[that the Christians won], for it would not be a worthy thing if the Saracen
dogs subjugated the Christians" (491). Here, "miraculous" is invoked as a
causal explanation for a historical event (it was no miracle), thus producing
a vicious narrative circle of "miracle equals real event," which short-circuits
any need of or use for factual description.
The passage just cited occurs at the end of the book, when Marco Polo
crosses the Middle East again on his return journey. Significantly, it reads
no differently from those of his first journey through the region. Proving
conclusively that Marco Polo was well-nigh impermeable to visual and spatial data while transiting through the biblical regions, the lack of narrative
differentiation further corroborates the nonvisual or even antivisual character
of the Near Eastern chronotope.
The biblical chronotope turns out to be achronical, or antichronical,
or, to put it bluntly, anachronistic, bent as it is upon the medieval or paleoChristian past. Analogously, it avers itself to be radically atopographical
and antitopographical. No new or present time, no new or present space is
introduced, and this leads to the glaring absence of observed and described
time or space. The text exhibits only prescribed time and space, "pre-scribed,"
that is, in the double etymological sense of previously written, predigested,
and codified, as well as of prescriptive and canonical. In a narrative that
skips from miracle to miracle, I find particularly sllggestive the rhetorical
IO
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disclaimer that the battle victory above was "no miracle," illustrating as it
does the total obliviousness, on the part of the text's author, or authors, to
a "prescription." It is characteristic of "official" culture in the Bakhtinian
sense that it is followed blindly. The very obliviousness displayed by the
narrator demonstrates that claims of veracity can easily coexist with the
miraculous in a chronotope dominated by hagiography, as is the case in
Marco Polo's travels through the Middle Eastern Holy Land.
Furthermore, if we dissect the chronotope into its temporal and spatial
components, we will observe that in the regions of the Bible and early
Christianity, the wealth of hagiographical materials forms a polychronic,
or in Saussurian terms, a diachronic prenarrative text, which, thanks to
Marco Polo's travel project, is compressed into an ahistorical, synchronic
narrative. In this narrative, anything relating to observable and describable
present time is abolished, while archaic time prevails unchallenged as some
kind of rigid, immutable surrogate present. Similarly, present space, instead
of being explored and described with some narrative attention, exists as a
kind of shell, or foil, for past events having taken place in biblical space.
Thus, as soon as a familiar place-name is evoked (e.g., Mount Ararat), biblical events are conjured up from several centuries before, the narrative
pouring into the mould of the city name the diverse accretions of old, stagnant space.
The disappearance of present time as well as of the progressive, ongoing time changes characterizing any given present time is also noticeable
in the fact that the Middle East through which Marco Polo travels while
going to the Far East is exactly the same as the Middle East of his return to
Venice twenty-five years later. Just how familiar thirteenth-century Persia
would have been to Europeans is a question not answered by the Travels, due
to its scarcity of contemporary data.
Not so the Far East. One might ask what chronotope made China,
India, Indonesia, and the Arabian Sea assimilable to the narrator of the
Travels, when in fact, hardly any Europeans had ever been there or created
a narrative tradition concerning it. 17 Yet, as we have seen in the first two
examples, the narrator seems to assimilate the Far East more readily than
the Middle East. Concerning the reasons for the differentiated descriptive rendition of the Far East, the analytical tool of the chronotope will
again allow us to formulate some conclusions that go beyond mere
speculation.
II
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In the prologue, the narrator affirms several times that young Marco
acculturated himself in Kublai Khan's domains: "He learned the customs
and habits of the Tartars, their language, and their culture, admirably well"
(58). Furthermore, his intellectual curiosity was met at least half-way by
that of the khan, whom the young Marco Polo supposedly observed chiding
messengers for having returned from a mission unable to describe the
landscapes and cities through which they had journeyed. According to the
text, the khan declared that "he would rather hear reports of these strange
countries, and of their customs and usages, than of the business on which
he had sent them." Who is to say whether the khan's unusual bent was a
mental projection of the Venetian's own inclinations or whether the ruler's
curiosity matched or inspired Marco Polo's? In any case, the text relates
that immediately upon hearing of the khan's discomfiture, Marco Polo
decided to enter his services as an envoy, with the obvious intention to
better his predecessors. It is certain, moreover, that during the period covered
by Marco Polo and before its disintegration, the Mongolian empire was
infused with a rather cosmopolitan spirit allied with commercial enterprise,
a spirit that may well have appealed to the native of Venice, a city that had
been similarly flourishing, both artistically and commercially, since the
Crusades. It has been suggested that the surprising cross-cultural affinity
between Marco Polo and the khan stimulated the unique narrative immediacy of the Far Eastern chronotope in the Travels, making it appear similar to early Renaissance Venice and travel descriptions of the modern period
and dissimilar to the Middle Eastern chronotope with its distinctly medieval emphasis.
At this point, we are able to discern what sets apart the Middle Eastern
and the Far Eastern chronotope. Marco Polo took the culture of the biblical regions to be a familiar extension of his own, not requiring any special
dedication to alfresco observation of space and time. As such, he chose not
to communicate with people in their language nor inquire about their customs, except, as in the aborted attempt at Saveh, to confirm such biblical
legends as he had brought with him as mental baggage. On the other hand,
he did enter into a dialogue with the inhabitants of the Far East, beginning
with the great khan himself, and so became an avid observer of the Far
Eastern economic, social, and cultural environment. Whereas he traveled
through the Holy Land with eyes and ears closed, as it were, repeating ad
infinitum stories passed on through ages of written and oral memory, he
12
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opened ears and eyes with great curiosity as he journeyed through the
immense dominions of the Mongolians. As a result, immediately experienced and described space and present time become the mainstay of the
Far Eastern chronotope, just as past time and the hagiographic tradition
had dominated the Middle Eastern one.
The narrative chronotope found in the descriptions of the Far East
provides extensive analysis of manufacture and commerce and vividly describes cities with only relatively minor concessions to the medieval readers'
taste for the marvelous. On the contrary, whenever lived experience is
discursively altered, this is usually due to the need to schematize somewhat
the overwhelming and repetitious abundance of temporal and spatial information. When Marco Polo resorts to hearsay anecdotes or secondary stories
within the narrative, he does so with the intent to intensify his descriptions
rather than to illustrate morals or reinforce religious stereotypes as he did
in the Middle East.
There are three aspects of narrative description that most prominently
illuminate the dialogical chronotope of the second part of the Travels. The
first is what we might anachronistically call the anthropological content of
many episodes, such as the example of male postpartum behavior mentioned
in the second example. Their salient feature is an unabashed directness,
which the reader perceives as utterly modern, or at least post-Renaissance,
an accuracy that, with a few exceptions among eighteenth-century travelers,
was not to be attained again in the description of foreign cultures and societies until the foundation of anthropology properly speaking in the late
nineteenth and early twentieth centuries (Malinowski, Levi-Bruhl et al.).
Moreover, in descriptive passages such as the one quoted as our second
example, Marco Polo rarely offers value judgments but lets the reader judge
the account on its proper merits, much as any twentieth-century anthropologist is wont to do.
At the most, some telling humor is present in episodes presenting
cultural or social practices divergent from "European" 18 ones. If we are not
sure whether to call the account of male labor humorous, there is no doubt
about the presence of irony in other descriptive passages. When a paragraph
about India starts with the tantalizing information "I must tell you that in
this province of Maabar there is no master tailor or dressmaker to cut or
stitch cloth" (427), 19 we are inclined to view it as an example of Marco
Polo's extensive report on the impressive textile manufacture oflndia. Yet
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it only serves as a jocular prelude to describe the various forms of undress of
the hot coastal region: in Maabar, "people go stark naked all year round."
No dressmakers indeed! This form of humor, imbued as it is with a healthy
dose of cultural relativism, is not as sarcastic or dogmatic as the sneers
addressed to "Mohamedans" inhabiting the biblical regions but rather goodnaturedly achieves a dialogical, mediated view of people as people
everywhere.
At times, humor is expressed not merely at the expense of the unfamiliar
and exotic but turns into a critique of European customs and convictions.
The example of the griffins that are not griffins comes to mind. In it, Marco
Polo corrects a European legend that is a part of medieval lore, contesting
its erroneous assumptions and replacing legend with the sober, zoologically
reliable description of a bird he only calls griffin, the name being that part
of the European tradition he habitually abandons last.
The most striking case of such a critique of European assumptions
occurs when Marco Polo encounters an animal with one horn, which he
proceeds to call unicorn. Imagine, if you will, the appearance of a medieval
unicorn, perhaps of the famous French tapestries at the Musee de Cluny,
and dialogically juxtapose Marco Polo's description:
They have many wild elephants and quite a few unicorns; they
have skin like a buffalo, elephant-like feet, and a big black horn
in the middle of the forehead. . . . When it wants to kill another living being, it stomps it to a pulp with its knees. . . . It
has a head like a wild boar, which it bends toward the earth; its
habitat are the muddy swamps between lakes and forests. This
is a very ugly and disgusting beast. It is not at all as we commonly describe it, when we pretend that it can be captured in
the lap of a virgin. ~ite to the contrary. (413-14)
In this passage, Marco Polo maintains the identification of the unicorn
in name only, mercilessly downgrading in every respect the hagiographic
beast known since the Philologus: the buffalo skin and monstrous legs vitiate the grace and whiteness of the unicorn; the thick black horn demolishes
the delicately chiseled instrument of the legendary animal; the narrator
does not shrink from calling the miraculous creature invested with religious
symbolism an ugly brute. As in the example of the griffin previously
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mentioned, and in many others, he retains, however, the unicorn's name as
a convenient signifier, while completely revamping the signified according
to eyewitness observation.
The contrast could not be greater between, on the one hand, the rewriting of the unicorn legend according to the wild animal encountered,
significantly, as part of the Far Eastern chronotope, and on the other hand,
the respectful and reverential treatment accorded hagiographical elements
encountered in the Near East. In the description of the rhinoceros - so
vivid with bewilderment that it reminds us of Di.irer's etching some one
hundred years later - Marco Polo radically and daringly empties the creature, one of the prime animal figurations of Christian redemption, of all
religious content and superimposes upon this textual excision a muddy
beast, for the simple reason that he has encountered it, heedless of any and
all prescriptions of the canon.
One is tempted to speculate how the narrator would have described
the unicorn, had he stumbled upon a rhinoceros in the lands imbued with
what French medievalists call "le merveilleux chretien." Would he have
passed it over in silence or altered the beast's description to fit the legendary stereotype? If the Bakhtinian chronotope serves us well, he would have
at least avoided naming it unicorn.
A study of Marco Polo's Travels confirms Mikhail Bakhtin' s observation of medieval dualiry, quite unexpectedly, in the neat topographical,
and textual, dichotomy separating the Middle East from the East beyond.
While the road through the Christian Orient displays a predominantly
static monological chronotope based on the constant narrative reference to
written Christian authority in all its hieratic rigor and rigidity, the oriental
road of the Far East allows us to witness a new spatial and temporal
chronotope based on oral communication and visual testimony. This second, Far Eastern chronotope reflects the liberating "carnival" character of
Marco Polo's journey beyond the confines of the familiar and the official,
"full of ambivalent laughter" and the risks and joys of the eyewitness
description of new times and places, which still makes reading the Travels a
delight, even in the late twentieth century. As such, the world of the Orient
displays a paradoxical dialogical affinity with Venetian life and the thought
and perceptions of the early European Renaissance, whose ways of being
and thinking have shaped Marco Polo, and in turn were to be shaped by
him through the narrative feat of his Travels.
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NOTES

r. Quotations will be my translations from A.-C. Moule and Paul Pelliot, eds.,

Le devisement du monde: Le livre des merveilles, by Marco Polo, restored text,
modern French trans. Louis Hambis, ed. and intro. Stephane Yerasimos, 2 vols.
(Paris: Editions La Decouverte, 1984). Pagination is continuous, obviating need
for reference to volume.
2. The same distinction is made in Mandeville's Travels, ed. and intro. J. 0.
Halliwell (London: Lumley, 1839), without contributing to narrative veracity in
anyway.
3. For a synthetic description of the medieval griffin, see T. H. White, The Bestiary:
A Book ofBeasts (New York: Putnam, 1954).
4. To be sure, not all narrative descriptions fall into the surprising pattern above;
occasionally, Marco Polo acutely describes animals in the Middle East and offers
somewhat nebulous descriptions of a Far Eastern phenomenon. Yet the astounding abundance of precise descriptions or descriptions attacking and revising European commonplaces concerning the Far East, versus inaccurate ones about the
Middle East, cannot be denied. This unexpectedly reversed dichotomy constitutes
precisely the raison d'etre of this article.
5. About the ubiquity of hagiography in medieval travel accounts, see also
Halliwell 's introduction to Mandeville's Travels, viii.
6. The only major narrative distortion in descriptions of the Far East concerns
the fact that Marco Polo avoids repetition for stylistic reasons. Instead of describing the second, or third, or eighth splendid palace or garden, he condenses by
randomly applying high figures, such as "one hundred deer" or "a thousand beautiful buildings," and the like.
7. Mikhail M. Bakhtin, The Dialogic Imagination, ed. Michael Holquist, trans.
Caryl Emerson and Michael Holquist (Austin: University of Texas Press, 1981), 425.
According to Tzvetan Todorov, Mikhail Bakhtin: The Dialogical Principle (Minneapolis: University of Minnesota Press, 1984), 122, Bakhtin wrote the article "Forms
of Time and the Chronotope in the Novel" in 193r38.
8. Katerina Clark and Michael Holquist, Mikhail Bakhtin (Cambridge, Mass.:
Harvard University Press, 1984), 279.
9. Bakhtin's Russian terms raznorechie and raznojazychie are both rendered as
heteroglossia by Holquist, whereas T odorov distinguishes them as heterology and
heteroglossia respectively.
IO. In Bakhtin, The Dialogic !magi-nation, 84-258.
II. Concerning the Greek romances, Bakhtin writes: "The action of the plot unfolds against a very broad and varied geographical background, usually in three to
five countries separated by seas" (88), which uncannily anticipates the theater of
Marco Polo's Travels.
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A thorough treatment of the fact/fiction problematic, though from a preBakhtinian point of view, is provided by Percy G. Adams in the chapter "The
Truth-Lie Dichotomy," in Travel Literature and the Evolution of the Novel
(Lexington: University of Kentucky, 1983) , 81-102.
13. Sir Henry Yule, The Book ofSer Marco Polo the Venetian Concerning the Kingdoms and Marvels ofthe East, rev. Henri Cordier, 2 vols. (London: Murray, 1903).
14. A similar decision to write French in order to "have a wider audience" was
made by Mandeville, according to Robert Silverberg, The Realm of Prester john
(Stanford: Stanford University Press, 1971), 150.
15. See Michel Foucault, TheArchaeologofKnowledge(New York: Pantheon, 1972);
Reinhart Kosellek, Futures Past: On the Semantics ofHistorical Time (Cambridge
Mass.: MIT Press, 1985); Hayden White, Metahistory (Baltimore: Johns Hopkins
University Press, 1978); and idem., The Content ofForm: Narrative Discourse and
Historical Representation (Baltimore: Johns Hopkins University Press, 1987).
16. Bakhtin' s emphasis; originally from Problemy poetiki Dostoevskogo (Problems of
Dostoevsky's Poetics), 2d ed. (Moscow, 1963), as quoted in Wlad Godzich's
translation, 78, by Tzvetan Todorov, 173. Although these views have lately been
identified with Bakhtin's interpretation of Rabelais, in Rabelais and His World
(Cambridge, Mass.: MIT Press, 1968), their validity is by no means limited to the
sixteenth century.
17. There were, of course, some accounts prior to Marco Polo's: Friar Julian of
Hungary, John of Pian di Carpine, Simon of St. Quentin, William Rubruck, and
others, excellently detailed by de Rachewiltz. A widely disseminated synthesis of
these travels is contained in _V incent of Beauvais' s Speculum historiale ofr253.
18. The designation "European" deliberately appears in quotation marks here,
characterizing its use as a Europocentric delusion, a delusion arising from the
notion that things European are homogeneous and permanent. Evidently, there
have been many "European" practices - say, shamanistic, non- or pre-Christian
ones in Wales or the Urals - that Marco Polo would have found to be as strange as,
if not stranger than, the ones he observed and described in the Far East.
19. Maabar, not to be confused with Malabar, is the Arabic name of India's
southeast coast, also called Coromandel. In fact, once he has left China, Marco
Polo's descriptions oflndonesia and India may be considered to represent yet another chronotope - perhaps a mixture of the two on which this article concentrates
- for his observations on India tend not to have the same directness as those of the
Far East. Nevertheless, that subject will have to await further study.
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of closure plagued Chaucer throughout his career, and
critics have continued to point out his "inability" to end or finish many of
his poems. This lack of closure often frustrates the casual reader and perplexes the serious scholar, leaving both to wonder if Chaucer was incapable
of bringing his poems to an end or if he simply intended to tease his audience
with such inconclusiveness. Neither answer is quite satisfactory. To understand that this inconclusiveness was deliberately created by Chaucer the
master poet, and not by Chaucer resignedly handing the pen over to
the befuddled persona who records his experiences within a dream or on
the road to Canterbury, readers and critics must look at the whole of
Chaucer's corpus, rather than at each poem in isolation. Just as the development of certain themes and motifs can be traced throughout the poet's
career, the development of Chaucer's "sense of an ending" can also be traced
throughout his poetry. A tension between formal, aesthetic closure and
semantic, contextual closure, fashioned in order to establish a pluralistic
vision in the close of each poem, quickly becomes evident. This attempt to
maintain two or more perspectives on the material presented in a poem
results in semantic open-endedness. Such lack of commitment, on Chaucer's
part, to any single perspective, ideology, or philosophy often frustrates readers
who, after busily trying to unravel the complexities of the poem in hopes of
discovering the "fruyt" (author's message) beneath the "chaf," discover
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themselves holding nothing but a handful of "chaf." But the "chaf"
discloses essential insights into how to read Chaucer's poetry and holds the
poem together. At the same time the master craftsman tantalizes his audience with semantic open-endedness, he also soothes and subtly pacifies
them with some gesture toward formal closure. Often Chaucer makes this
gesture by employing conventional tropes that would denote closure, such
as a roundel in The Parliament ofFowls, so that after momentarily savoring
the aesthetic elegance of the ending, readers find themselves suddenly
plummeting into an abyss of confusion upon discovering that the very
closing rhetorical move, which seemed to formally close the poem, never
answered the most pressing questions posed within the poem but rather
left it (semantically) open to interpretation.
Donald Howard, Traugott Lawler, E. Talbot Donaldson, and Larry
Sklute have championed the cause of characterizing and appreciating the
open-endedness and pluralistic vision in Chaucer's later poetry. 1 The dream
poems, which have often been underestimated in terms of their contribution to the development of Chaucer's pluralistic vision, and which display
the same open-endedness as Troilus and Criseyde and The Canterbury Tales,
have failed to invite such attention and acclaim. Yet, it is the same kind of
indeterminacy which can be found in these earlier poems that makes them
more than mere compilations of Machaut's and Froissart's poetry and that
allows Chaucer to establish the unique, original vision of his dream poems
which undercuts, challenges, or radically transforms the source poems.
Characterizing the tension between the desire for semantic open-endedness
and the need for formal closure found in the dream vision poems helps to
illuminate the various methods Chaucer employed throughout his career
to suspend closure, to escape the suffocating influence of his sources, and
to challenge the readers to look for more than definitive answers and
endings.
Barbara Herrnstein Smith describes the phenomenon of "anticlosure,"
or weak closure, in modern poetry as a means by which writers avoid closing
off the interpretive dimensions of a work. Through anticlosure the poet
strives for pluralism that "reflects a broader pluralism of values in an age
that is the heir to perhaps too many revolutions," an age of skepticism
wherein "the only resolution may be in the affirmation of irresolution, and
conclusiveness may be seen as not only less honest but less stable than inconclusiveness. " 2 But anticlosure may not be a feature confined to modern
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literature, since such claims can also be made for Chaucer's poetry, which
is also sensitive to the imminent crises of an age that would be shaken by
the corruption and schism of the Church, the insurrection of the peasants,
the weakening of the monarchy during Richard II' s reign, and a pluralism
of philosophies. Chaucer employs anticlosure in response to the historical
conditions as well as the philosophical and aesthetic concerns of his
own era.
Such concerns are apparent in Chaucer's first dream poem. The Book of
the Duchess, as I have described in an earlier article, is a poem of misinterpretation.3 Two possible interpretations of the knight's lament are
juxtaposed: either White has been inconstant, or she has died. The dreamernarrator in the poem does not know of the historical situation beyond the
poem - the death of Blanche. Thus he struggles to understand the meaning
of the knight's elusive words. The knight speaks a lay, creates a chess metaphor to symbolically express the loss of his love, further elaborates on how
he has lost her, using the conventional "head-to-toe" portrait of the lady's
good qualities, before finally, clearly and literally, stating that she has died.
The befuddled dreamer must try to comprehend what the knight is saying,
and can easily be misled into thinking that the knight, due to the figurative
and vague nature of his complaint, is speaking of an inconstant lover. When
the knight exclaims, "She ys ded!" (1309), 4 this issue is resolved. Resolution
of other significant issues is left suspended; Chaucer never offers a cure for
the dreamer's malady, which may be either lovesickness or insomnia, and,
more importantly, never tells us whether the knight is truly consoled. The
manner in which the knight finally deals with loss is left unresolved, since
his return to the castle can be interpreted two ways: he may have come to
terms with his grief, or he may have returned because he can bear it no
longer. If the latter is the case, he may intend to hasten his reunion with her
by committing suicide, a suggestion made earlier in the poem and brought
to the forefront again by the fact that the castle may be symbolic of the
New Jerusalem.
To compensate for this lack of contextual closure, Chaucer employs a
formulaic phrase signaling ending - "is doon." A noun followed by the
complement "is doon" is found four times in the poem to signify both
premature or false resolution and closure. Oddly, the phrase first appears
only forty lines into the poem: "For there is phisicien but oon / That may
me hele; but that is don. / Passe we over untill eft" (39-41). The line is used
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to put a premature end to what could turn out to be a rather lengthy
digression. The second occurrence follows the knight's "private" lament
over his lady's demise: "'Sir,' quod [the dreamer,] 'the game is doon. I I
holde that his hert be goon"' (539-40). These lines signal a failure in communication: the dreamer's attention is on the hunt, the knight's on his
grief. The meaning these lines hold for the two is quite different and foreshadows the upcoming different interpretations that the knight and
dreamer assign to the lamentations that follow. The line appears twice more
within the last twenty-five lines of the poem. The dreamer tells us "al was
doon, I For that tyme, the hert-huntyng" (1312-13), right after the knight
proclaims "she ys ded. " Between lines 539 and 1312 the syntax changes from
present perfect "is doon" to past perfect "was doon," suggesting a more
firm, final resolution of affairs. The last line of the poem, uttered by the
awakened dreamer, is "This was my sweven; now hit ys doon" (1334). With
the closing line of the poem, past tense (the memory of White) and present
tense (the creation of the poem) are fused, in the last of a series of lexical
punctuating phrases employing "is doon."
The formulaic phrase is used to signal false resolution in its first two
appearances (and present perfect form), and, in fact, instead signals areas of
ambiguity and problems for interpretation. With the change to past perfect,
we have a true resolution of the foremost issue at hand - White's demise.
In addition, the combination of the past and present tenses in the last line
signals the poem's close following this announcement. What is achieved by
this artistic maneuver is a successful closure of the formal aspects of the
poem, while leaving many of the thematic issues - such as a clear indication
that the knight has come to terms with his grief - unresolved. Thus we
have a finished product that maintains a pluralistic, indeterminate vision.
In The Book ofthe Duchess there is formal closure following the revelation of White's fate, while the knight's deliverance from grief is left ambiguous. In the dream of The Parliament ofFowls the choosing of a lover for
the formel eagle is left unresolved, while the concerns of the peripheral
"characters" are harmoniously resolved: the birds each receive "[their] make
I By evene acord" (667-68). The poem also ends with a formal attempt at
closure through the roundel, which Robert Worth Frank recognizes as a
return to the pretense of convention. 5 The roundel is a formal device used
to convince us of the poem's conclusiveness, though it connotes a false
resolution. Again we have formal closure without contextual resolution. A
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determinate, definitive interpretation at any level of the poem is suspended
because the poem remains open in terms of the dreamer's quest for" a certeyn
thing," which is never defined, for the fulfillment of the eagles' desires, and
for resolutio~ of the many philosophical perspectives presented. David Aers
delineates the philosophically opposed visions of harmony and unity that
Chaucer presents in the poem: the "Dream of Scipio" presenting Neoplatonic harmony through "commune profit" is juxtaposed with Nature's
vision, borrowed from Alain de Lille, which focuses on the authority
and harmony found in nature. 6 As in the eagles' competition, no clear
winner is presented in the philosophical debate; Aers demonstrates that
both philosophies are presented without either being given preference. Such
opposition, or antithesis, is identified by Michael Kelley as the unifying
principle of the poem: "the poem's source of harmony is the consistent
application of this pattern on each structural level." 7 Yet, while the poem
begins with antithesis (diametrical oppositions, such as the tantalizing invitation and the warning found on the gate to the garden and the contrasting
portraits of Venus and Nature), it quickly expands to a presentation of
plurality as evidenced by the diverse perspectives on love offered by the parliament of birds.
Antithesis also gives way to pluralism in the eagles' competition. Chaucer
makes a departure from the source poem "Florence and Blanchflor," in
which the decision as to who is the best lover is straightforward. Here, this
decision becomes ambiguous. Each of the versions of the source stoty concludes with a duel to determine whether the clerk or the knight is the better
lover; different versions give the victory to the individual author's chosen
favorite. Chaucer incorporates the controversy and adds a third suitor to
deliberately complicate the situation. Thus he muddies the formel' s decision, since clearly opposing visions of love are not discernible in the three
suitors' speeches. The duel found in the source poem is circumvented; the
third participant enhances the dispute and creates greater ambiguity as to
who is, in fact, the best lover. As Gardiner Stillwell points out, there are
inadequacies in each suitor's speech. 8 Such ambiguity, as well as the chaos
created by the squabbling oflesser birds as they each offer their own perspectives, not so much on who is the best choice but on love itself, leads to the
formel' s decision to postpone her decision. There is no clear winner but
only, as Bertrand Bronson notes, personal favorites .9 The lesser birds'
mating and the roundel do indeed seem a rather conventional attempt to
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dose off the poem while allowing it to remain open-ended. k with The Book
ofthe Duchess, indeterminacy again permeates the poem. Any anticipation
of a victory for any one eagle is dispensed with and supplanted by the
humorous cackling and mating activities of the "lesser" birds.
In The House ofFame, Chaucer abandons even the gesture toward formal closure. In this poem, any attempt to constrain plot elements within
one genre or philosophical stance is a fruitless endeavor, since inevitably
there is always an element that will not fit. Unequivocal, ideological unity
is always shortsighted and unable to hold together the many contrasting
perspectives of the poem. The satisfaction and pleasure to be gained from
this poem derive from engaging in its plurality and in understanding what
Chaucer achieves by creating an open-ended poem.
Chaucer parades an array of competing authoritative visions from
beginning to end. The first two books are characterized by antithetical
images, such as Ovid's and Virgil's versions of Aeneas' s story in book I and
the "proofs" based on science and myth in the eagle's soliloquy in book 2.
Antithesis will give way to plurality, as it did in the council episode of
The Parliament of Fowls. Ambiguity created by the juxtapositioning of
unresolvable or antithetical perspectives, erupting into plurality, is the source
of structural coherence in this poem. The concept of definitive authority
is dismantled by the questionable tactics used to establish and, in book 3, to
finally undermine authority.
Book 3 begins with antithesis in the image of the names of "famous
folkes" melting into oblivion on one side of the mountain, while names on
the other side are preserved in shade (1136-60); however, antithesis quickly
erupts into a vision of arbitrariness and plurality in Fame's castle (1161-80).
Fame arbitrarily partitions her gifts, and even in the Hall of Authors ambivalence rules. Sheila Delany notes that Chaucer presents "a composite
portrait of historical authority, which is revealed to be fully as contradictory as the literary authorities used in Book 1, or the cosmologies of Book 2." 10
Chaucer juxtaposes seven authors who gave different interpretations of the
Trojan War, varying from the irony of the epithet of Achilles, derived from
Statius' s Achilleid, a romantic comedy, to the anti-Homeric versions of Dares
and Dictys, complete with outright accusations that Homer "made lyes, /
Feynynge in hys poetries" (1477-78). The dreamer neither offers a complete hierarchy of authors nor any interpretation as to the validity of each
of the versions; he champions no author's text. Judgment as to which
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version is most truthful or deserving of renown is suspended, and the reader
is left to shuffle through a multitude of contradictory presentations. As fickle
Fame "rewards" her petitioners, we are once again reminded that works are
often accidentally or arbitrarily deemed to be deserving of either renown or
infamy; such arbitrary decisions may also determine the fate ofliterary works.
The dreamer's journey does not end with his education on Fame's
capriciousness, but rather with his visit to the Wicker Cage of Rumour.
Every possible rype of tiding can be found here. In their transmission from
person to person, these tidings become exaggerated and are transformed, as
"fals and soth compounded/ Togeder fle for oo tydynge" (2108-9). Thus,
he learns that the original, unequivocal meaning of all words and all stories
- once passed from man to man - is irretrievable. Given that all speech has
become suspect, and truth impossible to recover after it has passed through
so many human mouths and ears, how can Chaucer resolve and dose his
poem? No formal closure is evident as in the earlier dream poems, and the
irresolution of the form of the poem mirrors an irresolution of the content.
The poem breaks off with a comic scene of bodies tumbling over each
ocher, clamoring to get near enough to see and hear the man of great
authority:
Arte laste y saugh a man,
Which that y [nevene] nae ne kan;
But he semed for to be
A man of gret auctorite . ...

Numerous theories on the identity of this man have appeared, most suggesting that a proponent of divine authority, such as Boethius, a clergyman, or Christ would appear. 11 But given the comedic, rowdy crew that is
in attendance, and the fact that references to godhead are most notable by
their absence in the poem, it seems highly unlikely that Christ or his deputy
would appear. The authority of the figure that does appear is highly suspect. Given the ruckus found in the concluding scene, Donald Fry's
appraisal of the ending seems quite astute: "Whatever tidings [the man of
great authority] represents would have been badly distorted on the way up .
. . . The figure is ironic; there is no authority." 12 Had the "man of gret
auctorite" delivered a final few words and the dreamer awakened to give a
few lines of commentary in response to the dream, such resolution would
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counter the open-ended and unresolved structure of the poem. This would
also give added weight to his "last words" as an epiphany; epiphany is just
what Chaucer successfully avoids here.
Smith contends that closure can be conveyed by a "tone of authority,"
which gives special credence to the message of the poem, and which
strengthens the sense of closure. 13 Chaucer calls into question the very value
of that tone by using a figure who has the "seeming" stance of authority to
undermine closure. The appearance of this "authority" calls to mind the
question of the authority of the author. Augustine's advice to writers, still
followed in Chaucer's day, was to revive the old moral messages and
reinvigorate the classic stories within a more contemporary framework. 14
Most fourteenth-century authors accepted the role of "compilator" - one
who collates statements of others while restraining himself from inserting
any opinion of his own as "auctor," propagating source material to advance
the didactic message. 15 Chaucer challenges this notion of the role of the
author by questioning the ultimate authority of his predecessors. Since there
is no "great authority" in The House of Fame, any hierarchy of authors is
denied. By denying the authority of the old masters, Chaucer releases the
writers of his age, and those who follow, from the directive that requires
that they allow their predecessors' messages to take precedence in their own
work, thereby suppressing their own creativity.
In this "unconcluded" poem, Chaucer abandons the gesture toward
formal closure found in The Book ofthe Duchess and The Parliament ofFowls,
instead achieving coherence - and establishing anticlosure - by maintaining ambiguity and creating plurality by the end of the poem. Poems, such
as The House of Fame, that question the authority of the word and that
acknowledge the ambiguity of the words that try to capture and convey the
complexity of human experience, according to Smith, often employ
anticlosure as the rhetorical device of choice to reveal the author's suspicion
of language. 16 In such poems, she continues, there is a refusal to resolve
issues.17 Such poems depend on the reader's ability to comprehend the
unifying structural and/or thematic principles of the work; in Chaucer's
poems, consistent use of certain stylistic devices - antithesis, juxtaposition,
and ambiguity - creates unity and also builds toward the pluralistic vision
achieved by the end of each work. Ambiguity and irony, says Smith,
are "'pluralistic' ways of speaking, evasions of committed speech." 18 For
Chaucer, the issue is not the evasion of committed speech but the evasion
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of authoritative speech. The subversion of authoritative speech in turn
advances and affirms the pluralistic vision: life, and the art that attempts to
imaginatively capture and scrutinize it, is comprised of multiple and often
antithetical perspectives, each having a value of its own, but no single perspective is any more authoritative than any other. By continually juxtaposing perspectives in the early dream poems, Chaucer creates a more complex
vision than that which unequivocal presentation or clear preference for any
one source or ideology would propound. As a precursor to the more
elaborately executed Canterbury Tales - in which diverse perspectives on
the contextual material is a rule, and in which closure is again problematic
- The House of Fame is best considered a more modest, yet successful
pluralistic vision.
Chaucer had a vision for his art from the beginning of his career; his
work is marked by a sensitivity to the rich multiplicity of human perspectives. Each poem asks that instead of looking for an unequivocal and
definitive message that tidies up the poem, we celebrate the many and diverse perspectives that the poem has imaginatively intertwined in part in an
artistic effort to mirror the diversity and paradoxes in life. Each poem is left
open in terms of the contextual issues, compelling the reader to think about
the content of the poem after the initial reading, and perhaps also driving
him to read it again.
Chaucer has conquered the tyranny of sources and has established his
aesthetic ideals in his dream vision. It is not coincidental that Chaucer
takes one of the most conventional forms of his time to stake a claim for
the possibility of originality in every poet's work; in doing so, he exhausts,
for himself, the imaginative and innovative potential of the dream vision.
Having done so, it is time for him, with newly won freedom, to move on to
new forms. This means that Troilus and Criseyde must be read as more than
the reworking of fl filostrato. Similarly, The Canterbury Tales is not to be read
as a mere compilation of older stories but as a poem with its own structural
integrity in which the individual tales are read with respect to one another
as well as to how they use and manipulate - rather than propagate - their
sources.
In these later poems, Chaucer applies the techniques successfully
employed in the early poems to new genres and forms and thus expands
his pluralistic vision. In the ending of Troilus and Criseyde, as Donaldson
observes, Chaucer juxtaposes efforts to conclude through epic, trite
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moralization, eschewed responsibility, and world-hating, while disclosing
a deep emotional need to maintain devotion to the love story. Through
these efforts, he creates a more complex resolution, a pluralistic vision. 19 In
The Canterbury Tales, Chaucer adds more to the dimensions of the pluralistic vision found in The House ofFame. Rather than offering a quick listing
of authors or petitioners, he develops the lives and stories of "the rabble"
through portraits and stories; characters are allowed to offer their own
perspectives in celling their story in a framework that has the potential for
infinite expansion. Any single perspective is subject co "correction" in its
interaction with the stories that surround it as well as the actions and dialogue of the speakers and audience that serve to frame the storytelling.
The poem is indeed "unfinished," as Howard, Lawler, and others observe,20 since not all the promised tales are told, nor do all the pilgrims
speak. Bue the pluralistic vision makes the poem seem complete, as does
Chaucer's final effort at formal closure in his retraction, though this gesture
may in fact be no more than the evocation, and vestige, of a common
convention. The retraction is problematic since, as Howard asserts, Chaucer
rejects many of his books, "even chose he cannot remember," 21 and rejects
"the tales of Caunterbury, thilke that sownen into synne" (Parson's Tale,
1086) though he leaves it up to the reader to decide which those are. If the
retraction is read in lieu of the whole corpus, as another of Chaucer's ambiguous closings, then Chaucer has created a tension between the stance of che
Christian poet, who fears for his salvation since he has \\;ritten tales of
"mirth," and the subtle master of words, the poet who is well aware of the
innovative nature of his own work.
Two further points make the retraction problematic. In whose voice is
it written? Is it the voice of chat often dense and comic little chap, the
persona created to record the pilgrimage, or of the author, who has stepped
out from behind the mask of chat persona? If it is the generally unreflective
narrator, who is often an unreliable authority, then the retraction may call
to mind the story of the child in the Prioress's Tale whose song of devotion is learned by rote; the narrator, like the boy, does not comprehend
the meaning of the words. Does the narrator, then, adopt chis pose because
he has learned that it is the proper way to end a poem, without having
reflected upon the significance of what he writes? On che other hand, if we
treat the retraction as the author speaking directly to his readers, then we
are forced to question whether Chaucer reneges on the position he has
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taken regarding the need for ingenious poetry, a position that he worked so
hard to establish throughout his corpus. Is he instead advising that an
author should not strive for innovation but rather continue in the didactic
tradition, reinscribing the masters' messages? And why does Chaucer finally
end his work by calling himself a mere compilator: "Heere is ended the
book of the tales of Caunterbury, compiled by Geffrey Chaucer"? He must
have recognized that his work was more than a simple compilation and
that to call attention to his work as such was an affront to his life's work unless
the reader is intended to see the irony of such a claim. Like the roundel in
The Parliament of Fowls, this retraction is a formal gesture that does not
ring true; it is a false closure to an open-ended and pluralistic work.
If the retraction is treated as an addendum addressing the whole of
Chaucer's corpus and the Parson's Tale is treated as the final tale, the ending to The Canterbury Tales is still problematic. As the final word, the
Parson's Tale leaves many Chaucer enthusiasts unsatisfied. While the sermon
appears to address each pilgrim's sins directly and to point each sinner
toward the path of true salvation, one cannot help but wonder if his message is in fact lost on such characters as the Pardoner, Summoner, and
Monk, whose portraits and tales evince a disdain for such advice. Would
they in fact repent after hearing the Parson's sermon? And why should the
Parson's sermon be more powerful than any other sermon or Scripture
itself, which these pilgrims have assuredly studied? Interestingly, Chaucer
does not return to the storytelling frame at the end of the sermon to tell us
if all the pilgrims have repented. We do not know whether the Parson's
"vertuous sentence" ha.s brought tears of contrition from his listeners or
whether his words have fallen on deaf ears.
If The Canterbury Tales is treated as a complete though unfinished
work, 22 then, once again, Chaucer has quite craftily thwarted our expectation of closure; for we would expect some sign of completion of the pilgrimage either through the pilgrims' physical arrival at Beckett's shrine or
their vocalized repentance. But ending with the Parson's Tale, and not
returning to the frame, may be regarded as an apocalyptic closure, in which
the poem ends by pointing the way to the New Jerusalem. The apocalyptic
work, as defined by Frank Kermode, is one that examines the lives of men
who live "in the middest" of time and history. Such works "make possible
a satisfying consonance with the origins and with the middle," 23 and through
the author's creation of an apocalyptic ending, he attempts to create a
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harmony that will hold the whole fictive structure together. Chaucer's work
is apocalyptic by this definition in that it harkens back to origins by using
and responding to patristic and classical sources; it resides "in the middest"
of time, exploring the conflicting philosophies, the fideism and the skepticism of his day. Through the endings provided by the Parson's Tale and
the retraction, the work looks forward to a divine concord, but it is dangled
like a carrot on a stick, beyond the reach of character and reader. The work
never quite achieves absolute order and harmony. Instead, Chaucer leaves
the work in a state of suspension and the "rabble" inside the poem and the
reader outside without any definitive answers.
The Canterbury Tales, like all Chaucer's major poems that precede it,
remains open-ended and ambiguous, drawing us back into the multiple
perspectives on human experience created by the many tales presented
therein. Looking at the whole of Chaucer's corpus and the open-ended and
pluralistic vision achieved in each poem, one doubts whether Chaucer would
have revealed the winner of the storytelling competition even if he had
completed all the tales promised in the General Prologue. If the rest of his
corpus is any indication, the decision probably would be left to the reader,
whom Chaucer always charges with finding the pluralistic meaning of his
work. While critics have generated tomes of criticism over the centuries as
to which tale was the best, and on how to read the ending, this does not
change the fact that Chaucer has left us to grapple with - and to finally
accept - irresolution and plurality, in a work that mirrors a human world
of doubt and uncertainty, where God's definitive vision is beyond human
grasp.
Throughout his corpus, Chaucer strives to establish and maintain
semantically open-ended poetry. Such poetry poses problems in terms of
closure, which Chaucer handles by experimenting with various types - and
later with the absence - of formal closure. Kermode has argued such a
"discomforture of ends" to be an essential characteristic of modern apocalyptic fiction. He defines the apocalyptic nature of modern fiction as a
response to an impending sense of crisis, in which the writer must examine
botp. man's doubtful beginnings and ends: our ties to the past - history,
tradition, and established paradigms both literary and philosophical - as
well as our invented endings that have implications both personal and societal. 24 Chaucer, too, wrote in an age of crisis, an age in which apocalyptic
vision was foremost in people's minds, as the Black Death raged, the Church
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fell into corruption, and political upheaval became imminent. And, as the
modern writer now must do, Chaucer established his innova~ions against
the paradigms established by canonized authorities. Chaucer writes, as do
all writers according to Kermode, in perpetual transition, looking back to
his predecessors and forward to the "immanent rather than imminent" end. 25
His pluralistic vision and open-endedness are significant only when read
against the past masters; by challenging their authority through his pluralistic vision, he is able to relinquish the roles of compilator and translator ·
and affirm the poet's right to create innovative fiction .
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THE CONTROVERSY in 1983 over the validity of the Hitler diaries publicized once again the need to authenticate historical and literary documents
.with great care. The problem of verification has existed since the classical
period of history, probably the most famous forgery of all time being the
Donation of Constantine, which secured Western Europe for Christendom.
Throughout the Middle Ages and into the modern era, the Christian faith
has been plagued by charges chat many of its holy works and relics are
nothing more than fakes or fabrications. 1 Three forged letters of Anne
Boleyn, which will be examined here, can be treated as an integral part of
the tradition of religious fabrications, since her marriage to Henry VIII was
at the core of the English Reformation and contemporary religious politics. 2 These letters must also be examined in light of the continuing interest
in women's studies, an interest chat daces largely from the lace 1970s. As chis
is, relatively speaking, a pioneer field, scholarly mistakes are bound co have
occurred. Two of these forged letters, which perpetuate a negative view of
Anne Boleyn, have recently been identified as originals in books on women
writers, although the letters' genuineness has not been accepted in recent
historical analyses of her life. 3 Given the scarcity of surviving letters written
by women, it is also instructive that it is the two negative ones in question
chat are well known, for unlike the third, more obscure one, they

RETHA M. WARNICKE

portray her as a femme fatale actively working to destroy the king's first
marriage.
In fairness to the two or more early modern authors who probably
faked the negative as well as the sympathetic letters of Anne Boleyn, they
functioned in a culture in which standards of scholarship were not so strictly
defined as in the twentieth century. 4 When Sir Thomas More's now
celebrated history of Richard III was posthumously published, for example,
many learned people who read it believed that it was an accurate account of
that monarch's rise to power even though it included speeches obviously
created by its author, More having been a mere child when Richard was
killed at Bosworth Field in 1485. 5 The point is that he composed for the
actors in his history speeches that were consistent with the tradition he
and his contemporaries had received about Richard's succession. More
was motivated not so much by the wish to change the accepted version
of the historical events between 1483 and 1485 as by the need to confirm
them.
The forgeries of Anne's letters, which seem to have been newly created
documents rather than alterations of true originals, could have been planned
and executed for financial rewards. This was an age of increased interest in
the discovery of old manuscripts, an interest awakened in part by the dissolution of the monasteries and the resulting dispersal of their libraries. The
writers William Camden, John Stowe, and William Lambarde, for example,
acquired ancient documents and books and were members of the Elizabethan Society of Antiquaries. The market for the papers of monarchs and
their wives was also very brisk: even during his own lifetime, seventeen of
the original letters Henry wrote to Anne Boleyn were stolen; they are now
housed at the Vatican. 6 ·
Although the forgers of Anne's letters might well have had profit as one
of their motives, their primary intent was probably to substantiate their
differently received historical traditions about her, one confirming her sexual
promiscuity and the other lauding her religious and charitable activities.
Her public execution in 1536 for having committed adultery with five men
provided the major evidence for the negative view that she had aggressively
sought to marry Henry even while he was still the husband of Catherine of
Aragon. 7 The first two forgeries, the earliest extant versions of which are
available only in an Italian history of ~een Elizabeth by Gregorio Leti, a
seventeenth-century author, portray this negative image of Anne. 8 During
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the early years of the reign of her daughter, many Protestants, such as
John Foxe, ventured to defend Anne, denying that she had been the femme
fatale that the circumstances of her death had seemed to prove. 9 The third
forgery, the earliest extant version of which survives in an Elizabethan
manuscript, supports this positive tradition. 10
The documents translated by Leti held information that the Catholic
community would not have been surprised to read, for they confirmed the
by-then familiar legend that Anne had taken advantage of the king's lust
so that she might break up his marriage and effect a schism in the Church. 11
The foremost example of this view was articulated by Nicholas Sander, an
English Jesuit priest, in his Latin history of the English Reformation, published posthumously in 1585. An extremely popular work, it was translated
into six languages and had a compelling influence on all subsequent Catholic
studies of the Tudor period. 12 Although modern historians have
determined that Anne was educated as a princess at the French court from
about her seventh to her fourteenth year, Sander, who was born only a few
years before her execution, was aware only that she had spent part of her
youth in France. Lacking evidence about the reason for her sojourn abroad,
he credited the gossip that her father, Sir Thomas Boleyn, had sent her to
France because she had had sexual relations with two of his domestic
servants. Sander also wrote that she and Thomas Wyatt, the great Tudor
poet, had been lovers. These accusations have all been proved essentially
false. 13
Assuming that Anne had been a lecherous woman, Sander, who almost
certainly never saw her, depicted her physically as a witch, thus adopting
the attitude of the authors of the clerical and scholarly tracts of the period
which dwelt on the alleged promiscuity of witches. 14 She was, he said, very
tall, with a sallow complexion, a wen under her chin, a gobber tooth, and
six fingers on her right hand. In contrast to this testimony, first written
about forty years after her death, evidence from the 1530s reveals that Anne
was of medium height, with somewhat dark skin, and a small neck. Since
no corroborative evidence for Sander's bizarre description survives from
her lifetime, it should be entirely rejected. 15
• The earliest of her forged letters, which is consistent with the hostile
tradition Sander helped to create and to promote, was purportedly written
to thank Henry for her appointment as maid of honor to the queen. The
shortest of the three epistles, it reads as follows:
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Sire,
It belongs only to the august mind of a great king, to whom
Nature has given a heart full of generosity towards the sex, to
repay by favours so extraordinary an artless and short conversation with a girl. Inexhaustible as is the treasury of your majesty's
bounties, I pray you to consider that it cannot be sufficient to
your generosity; for if you recompense so slight a conversation
by gifts so great, what will you be able to do for those who are
ready to consecrate their entire obedience to your designs? How
great soever may be the bounties I have received, the joy that I
feel in being loved by a king whom I adore, and to whom I
would with pleasure make a sacrifice of my heart, if fortune had
rendered it worthy of being offered to him, will ever be infinitely greater.
The warrant of maid of honor to the queen induces me to
think that your majesty has some regard for me, since it gives
me the means of seeing you oftener, and of assuring you by
my own lips (which I shall do on the first opportunity) that I
am,
Your majesty's very obliged and obedient servant,
without any reserve
Anne Boleyn 16
Like the second document to be presented here, this cannot be accepted
as genuine, primarily because neither the original nor an acceptable transcript of it has survived. The earliest extant version of these two letters can
be found only in the Italian history of Elizabeth by Leti, who had been
greatly influenced by Sander. Leti' s claim that he had rendered the two
originals into his own tongue was accepted by the nineteenth-century writer
Mary Anne Everett Green (Wood), who retranslated them into English
and published them. Her decision to validate them was based in part on
her Victorian reaction to a gentlewoman, like Anne, who was thought to
have taken advantage of a man's lust in order to break up his marriage.
Green's scholarly reasons, as opposed to this personal one, for crediting
these two documents were (1) the originals of some of the other sources
Leti used were extant, and (2) he was too laudatory of Elizabeth to have
deliberately set out to slander her mother. Green's exact words are
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A careful comparison of some of the documents in Leti with
their originals, which are still in existence, proves that he was a
careful though not a verbatim translator, and also affords satisfactory evidence of the genuineness of the letters he quotes. Of
those which are here presented, the originals have perished, or
are no longer accessible. No choice, therefore, remains but that
ofletting them continue in comparative obscurity in the pages
of an antiquated Italian writer, or of reproducing them in their
present form. . . . The mode in which Anne Boleyn here receives the early addresses of the king reflects unfavorably upon
her character. It ... proves that she was not unwilling to displace her [royal mistress] in her husband's affections .... Additional indirect testimony to the genuineness of this letter may
be derived from Leti' s warm admiration of ~een Elizabeth,
which would naturally render him unwilling on uncertain evidence to publish anything derogatory to the character of her
mother. 17
While Leti may deserve congratulations for his personal ethics, they
provide poor evidence for confirming the validity of his scholarship. Indeed,
it is highly likely that holographs of these letters never existed and that they
were created by Leti or another partisan to represent the received Catholic
tradition about Anne. This forger would not have been the only seventeenthcentury author involved in such an enterprise. In his study of Richard III,
Sir George Buck, for example, quoted from a letter purportedly written by
~een Elizabeth of York; modern scholars now generally deny the existence of the letter, for neither a copy nor the original has been discovered. 18
Unfortunately, some modern writers apparently motivated by a laudable desire to unearth obscure documents written by women have indirectly trusted Leti's judgment. They have done so by crediting Green's
translation of these letters, but they may have failed to comprehend fully
the significance of her above-quoted explanatory remarks. 19 In twentiethcentury scholarship, higher standards than Green's must prevail, for mere
retranslations of original manuscripts no longer extant must be viewed for
what they actually are, at best secondhand versions of documents that may
never have existed. They definitely cannot be cited as firsthand examples of
the writing style of sixteenth-century Englishwomen.
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Neither of the two letters purportedly translated by Leti was dated,
although he suggested that the thank-you message had been composed in
1519. It actually could not have been written much earlier than 1527, the
approximate date of Anne's becoming a maid of honor. The tone of this
letter is in keeping with her image as the aggressor in the royal relationship,
since it hints that a flirtation with the king was the means by which she
gained the appointment, but no other extant evidence corroborates the
claim that her liaison with Henry began before she joined the queen's
household. Her father's standing at court, the influence of her uncle, Thomas
Howard, third duke of Norfolk, and her own royal education made her
something more than merely an accomplished flirt, as would have been the
author of a letter such as this. Her family had attempted to negotiate a
marriage for her with the earl of Ormond' s heir; she had attracted the attention of a future earl of Northumberland. As she and her relatives were
obviously seeking a noble alliance for her, she must not be viewed as an
autonomous figure, free to flirt as she chose, but as the focus of her family's
great hopes and long-standing ambitions.20
The second letter, which according to Leti and Green was written to
Thomas, Cardinal Wolsey, in about 1529, the year of his fall from power, is
as follows:
My lord,
Though you are a man of great understanding, you cannot
avoid being censured by every body for having drawn on yourself
the hatred of a king who had raised you to the highest degree to
which the greatest ambition of a man seeking his fortune can
aspire. I cannot comprehend, and the king still less, how your
reverend lordship, after having allured us by so many fine
promises about divorce, can have repented of your purpose, and
how you could have done what you have, in order to hinder the
consummation of it. What, then, is your mode of proceeding?
You quarrelled with the queen to favour me at the time when I
was less advanced in the king's good graces; and after having
therein given me the strongest marks of your affection, your
lordship abandons my interests to embrace those of the queen.
I acknowledge that I have put much confidence in your professions and promises, in which I find myself deceived.
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But, for the future, I shall rely on nothing but the protection
of Heaven and the love of my dear king, which alone will be
able to set right again those plans which you have broken and
spoiled, and to place me in the happy station which God wills,
the king so much wishes, and which will be entirely to the advantage of the kingdom. The wrong you have done me has
caused me much sorrow; but I feel infinitely more in seeing
myself betrayed by a man who pretended to enter into my interests only to discover the secrets of my heart. I acknowledge that,
believing you sincere, I have been too precipitate in my confidence; it is this which has induced, and still induces me, to keep
more moderation in avenging myself, not being able to forget
that I have been
Your servant
Anne Boleyn 21
The same arguments that were cited here for not verifying Leti' s Italian
version of Anne's alleged thank-you note to Henry apply to the above letter. In addition, evidence from the text may be used to challenge its
authenticity, for the historical facts it contains are simply incorrect. When
in late 1527 Wolsey became an active participant in the divorce scheme,
Henty was already planning to wed Anne, who needed no assistance from
the cardinal to attract her royal suitor. Indeed, during the previous summer, while Wolsey was in France, Henry had, without reference to him,
sent two messengers to Pope Clement VII with instructions to gain the
Church's approval for marrying her. After his return, Wolsey struggled to
obtain the divorce, if for no other reason than that he feared failure in this
endeavor would cost him royal favor. Evidence indicates that during the
next two years he put forth a great effort to persuade the pope to comply
with Henry's wishes and that he failed largely because of international religious politics that were beyond his control. Although in the summer of
1529, when the divorce hearing at Blackfriars was ended without a verdict,
Anne was greatly disappointed, that she thereafter singlemindedly worked
co avenge the so-called "wrong" Wolsey was said to have done her conflicts with undisputed evidence to the contrary. During his illness later that
year, she sent gifts and a physician to him; he forwarded a message to her
asking for assistance; and in 1534, four years after his death, when Anne was

39

RETHA M. WARNICKE

queen of England, she promised to favor Thomas Winter, his illegitimate
son. 22
Beyond its literal content, the tone of this letter is especially suspect.
That Anne, whose father had not yet won the earldoms he had been seeking, would write with such anger and hostility to Wolsey, who remained
archbishop of York and cardinal of the Church until his death, was not
likely even if she had wished to express herself in such a forthright manner.
Moreover, even if the tone of this and the first letter was more consistent
with the facts that are known about Anne, nineteenth-century English versions of seventeenth-century Italian translations of original English letters
no longer extant cannot be credited. 23
The third letter of ~een Anne's that must have been a forgery was
allegedly written to Henry when Anne was a prisoner in the Tower of
London. The earliest surviving version of it is an Elizabethan copy, although two later transcripts are also extant. Its contents, which reveal it to
be an entirely imaginary letter, provide a much more favorable view of her
than the other forgeries, for in it she denied that she had ever desired to be
Henry's consort and claimed that she had always been a faithful wife. This
view is consistent with the interpretation in John Foxe's Book ofMartyrs,
an enormously popular work in Elizabethan England. In it Foxe emphasized Anne's charitable and religious activities and asserted that God had
vindicated her by permitting.her daughter Elizabeth to reign as queen. 24
The rather long letter begins as follows: 25
Sir,
Your Grace's Displeasure, and my Imprisonment, are things so
strange unto me, as what to write, or what to excuse, I am altogether ignorant. Whereas you send unto me (willing me to confess a Truth, and so to obtain your Favour) by such an one
whom you know to be my antient professed Enemy. I no sooner
received this Message by him, than I rightly conceived your
meaning; and if, as you say, confessing a Truth indeed may
procure my safety, I shall with all willingness and duty perform
your Command.
The first of two important errors in this paragraph is that the king had
promised to pardon her if she would only confess to adultery with five
men! It is incredible to think that any English king, and particularly Henry,
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who also had his fifth wife executed for adultery, would forgive his consort
such sexual betrayal, especially since a 1352 statute had declared it an act of
high treason for any man to have sexually violated the queen whether or
not she consented. 26 Furthermore, no evidence suggests that William
Kingston, the constable of the Tower who was in charge of her, or the three
men who questioned her before she was imprisoned were her "ancient"
enemies.
To continue with the letter:
But let not your Grace ever imagine that your poor Wife
will ever be brought to acknowledge a Fault, where not so much
as a thought [thereof] ever proceded. And to speak a Truth,
never a Prince had Wife more loyal in all Duty, and in all true
Affection, than you have ever found in Ann Boleyn, with which
Name and Place I could willingly have contented myself, if God,
and your Grace's Pleasure had so been pleased.
Obviously, by stating that the king had promised her a pardon if she
would confess her sins, the forger had given Anne a fine opportunity to
deny the charges against her. She proceeded to follow up this denial with
the claim that she would have been content to keep her maiden name and
place, attempting to silence any gossip that she had aggressively schemed to
break up his marriage to Catherine. Even if Anne had never had any ambitions to become queen, as was more explicitly stated later in the letter, the
comment that she would have been content with the name of Anne Boleyn
is patently untrue. Her family had been struggling for years to win for her
father the earldom of Ormond, and from December of 1529, when he was
granted that title as well as the earldom of Wiltshire, she identified herself
as Lady Anne Rochford, the usual style for a child of Ormond. Furthermore, she was no longer Anne Rochford when she married the king, for he
had ennobled her in her own right as the lady marquess of Pembroke. fu
was customary, both her brother and her sister, even after the latter's remarriage, had also adopted the Rochford name. In this letter allegedly written
in 1536, Anne would have had little reason to refer to herself as Boleyn. 27
To continue:
Neither did I at any time so far forget myself in my Exaltation,
or received ~eenship, but that I always looked for such an
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alteration as now I find; for the ground of my Preferment being
on no surer Foundation than your Grace's Fancy; the least
alteration was fit and sufficient (I know) to draw that Fancy to
some other Subject. You have chosen me, from a low Estate, to
be y~ur ~een and Companion, far beyond my desert or desire. If then you found me worthy of such Honour, Good your
Grace let not any light Fancy, or bad Counsel of mine Enemies,
withdraw your Princely Favour from me; neither let that Stain,
that unworthy Stain of a disloyal Hean towards your good Grace,
ever cast so foul a blot on your most dutiful Wife, and the InfantPrincess your Daughter.
Here she states explicitly that he had put away his first wife because of
his "fancy," or passion, for herself but also denies that she had ever wished
to become his consort. Given the events of his reign, a motivation for Henry's
first divorce more acceptable than his lust for Anne is that Catherine had
not been able to give him a surviving male child. That same failure was to
cost Anne her life in 1536. Shortly after her coronation in 1533, the new queen
told the Venetian envoy that she owed her position to God's will, seeming
thereby to support the belief of the king and of some of her other contemporaries that it was divine intervention that had prevented the survival
of Catherine's male children.28
She continued:
Try me, good King, but let me have a lawful Trial, and let not
my sworn Enemies sit as my Accusers and Judges; yea, let me
receive an open Trial, for my Truth shall fear no open shames;
thaen shall you see, either mine Innocency cleared, your Suspicion and Conscience satisfied, the ignominy and slander of
the World stopped, or my Guilt openly declared. So that
whatsoever God, or you may determine of me, your Grace may
be freed from an open Censure; and mine Offence being so lawfully proved, your Grace is at liberty, both before God and Man,
not only to execute worthy Punishment on me as an unfaythful
Wife, but to follow your Affection, already setled on that Party,
for whose sake I am now as I am, whose Name I could some
good while since have pointed unto, your Grace being not
ignorant of my suspicion therein.
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By the standards of her day Anne was given a fair trial; no extant
evidence offers proof that the commission of noblemen who tried her was
deliberately stacked with her enemies. 29 The assertion in the preceding
paragraph that she believed it was Henry's "fancy" for someone else that
caused him to have her imprisoned is entirely incorrect, since it is not consistent with the other known facts. It was her miscarriage in January that
led to her imprisonment; had she been delivered of a live, normal male
child, no new love of the king could have prevailed against her. That in a
letter defending her honor and pleading for her life, she would accuse of
promiscuity the one person in England who had the power to release her
from prison is rather absurd. Instead, many people at the time - certainly
most of those who witnessed the deaths of her and her five accused lovers
thought that she had been guilty of committing illicit sexual acts with them. 30
The letter continues:
But if you have already determined of me, and that not only
my Death, but an infamous Slander must bring you the joying
of your desired happiness; then I desire of God, that he will
pardon your great Sin herein, and likewise my Enemies, the
Instruments thereof; and that he will not call you to a straight
account for your unprincely and cruel usage of me, at his General Judgment-seat, where both you and my self must shortly
appear, and in whose just judgment I doubt not (whatsoever
the World may think of me) my lnnocency shall be openly
known, and sufficiently cleared.
The forger had Anne once again characterize Henry as a man who
exchanged wives at the whim of his passion, a passion so strong that he was
willing to admit publicly he had been cuckolded by five men. With regard
to this claim, it is well to recall Siegneur Brantome' s almost contemporary
statement about a man's honor - if he were falsely charged with sodomy,
cowardice on the battlefield, or having been cuckolded, he should seek
revenge by challenging the gossipmonger to a duel but without publicizing
the infamous facts.31 Surely Henry must have believed that Anne had
committed adultery or he would not have had her tried for treason, thereby
holding them both up to the "slander of the world" by admitting publicly
that not just one but five men had cuckolded him. To suggest that he
would have so carelessly and irresponsibly set in motion events that would
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raise questions about his own honor and inevitably about Elizabeth's
paternity is greatly to misjudge his character and his deep concern for the
future of his lineage.
And finally:
My last and only Request shall be, That my self may only
bear the burden of your Grace's displeasure, and that it may not
touch the Innocent Souls of those poor Gentlemen, who (as I
understand) are likewise in strait Imprisonment for my sake. If
ever I have found favour in your sight, if ever the name of Ann
Boleyn hath been pleasing in your Ears, let me obtain this
Request; and I will so leave to trouble your Grace any further,
with mine earnest Prayer to the Trinity to have your Grace in
his good keeping, and to direct you in all your actions. From
my doleful Prison in the Tower, the 6th of May.
Your most loyal and ever Faithful Wife,
Ann Boleyn

. As to her plea for the men, she would have known full well that if she were
executed for having committed adultery with them, they would also have
to die. Since 1352, of course, any man who was convicted of having had
sexual relations with the queen, even if she consented, was deemed guilty
of high treason.3 2
Anne's calling herself his "wife" but also using her maiden name for
her signature provide significant evidence as to the validity of this letter.
When, on 6 May, she supposedly wrote the above plea, she was still, as she
said, Henry's wife, for their divorce hearing was not held until 17 May. Even
in the unlikely event that while discussing their courtship in the text of this
letter, the queen might have called herself Anne Boleyn, she would never
have signed the letter with that name, for in Tudor England signatures in
formal letters like this usually indicated the social and legal status of the
writer. The king might well have interpreted his wife's resurrection of her
maiden name either as an inexplicable denial of her legal position as his
wife or as an admission she was guilty of the sexual crimes for which she
had been imprisoned. After her divorce, in 1533, by way of contrast, Catherine
of Aragon became involved in a protracted struggle with the king and his
advisors over her refusal to relinquish the title of queen, an act that would
have indicated her acceptance of their divorce as valid. In signing Anne
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Boleyn here, the forger actually committed an anachronistic error, for, even
though it was her maiden name, he referred to her by the way she was
known after her death rather than by the way she had identified herself
during the last three years of her life. 33
Finally, two remaining issues concerning this third forged letter need
to be addressed. First, from 2 May to her death on 19 May, Anne was indisputably placed under close custody in the Tower. Since the king and
his councilors believed her guilty of abominable crimes, she was not permitted to send a letter even to the royal secretary, much less to Henry, as
this forged one was purported to have been. Secondly, in her speech, given
immediately before her execution, she neither blamed the king for her death
nor mentioned his "fancy" for another woman, probably because she knew
from the time of her arrest that he believed her guilty of the charges for
which she was to stand trial. The act of which she was actually guilty was
miscarrying a male fetus, almost certainly a deformed one, an evil omen
from her contemporaries' point of view and one that would have provided
sufficient evidence to anyone who was aware of it that she had been promiscuous. She died not because of Henry's love for Jane Seymour but
because of his fear that God had visited Anne's sexual crimes upon the fetus
she delivered in 1536. 34
The likelihood that all three of these letters were forgeries is very great.
Unquestionably, private papers of celebrated people like Anne Boleyn were
eagerly sought. Given the market, the wonder is that many more fakes than
these have not surfaced. What is interesting about them is that when they
are studied together, as they have been here, one can clearly see that they
represent both the Catholic and Protestant traditions, the first two painting Anne as a femme fatale and the third one characterizing her as a loyal
wife. That some investigators seeking evidence of women's writings have
recently accepted two of these forged letters as valid provides once again a
strong warning to all scholars about the need to proceed with caution in
verifying original sources. They should also consider seriously that
nineteenth-century scholars who printed letters of women, such as the ones
depicting Anne Boleyn in a hostile way, might well themselves have had
personal prejudices, rather than objective scholarly reasons, for making them
readily accessible. The worthwhile and long overdue search for women's
manuscripts must not be compromised by misguided verifications such as
these.
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Exemplarity and the Interpretive Frame
in Marguerite de Navarre's Heptameron
by

V. Stanley Benfell
New York University

MARGUERITE DE NAVARRE's Heptam_eron is one of the many works that
have fallen prey to the contemporary fascination with indeterminacy and
the poetics of failure. Increasingly, critics are writing of the "ambiguity" of
the novella collection and the lack of narrative resolve that seems to characterize both the novellas and the discussions by the "devisants" that surround the novellas.' My purpose in this essay is to contest this view. I intend
to show that from a historical perspective, when the Heptameron is seen in
the light of the pervasive rhetorical concerns of late Renaissance writers,
the prevailing critical view is misleading. Indeed, I will argue that the rhetorical "example" was a key factor in the composition of the novellas that
make up the Heptameron. Marguerite de Navarre was not only aware of the
kinship between her own short prose narratives and the example, she conceived of her narratives in rhetorical terms - as examples. This is not to say
that all of Marguerite's novellas are ideologically univocal. Rather, she is
aware of the indeterminacy inherent in the novella since Boccaccio, but she
exploits that inherent indeterminacy for rhetorical ends. She uses her diverse, often conflicting novellas as examples of the fallen state of humanity.
Her persuasion is aimed at teaching a Christian pessimism, which, although
it recognizes the fallibility of human virtue and knowledge, is nonetheless
direct in its attempt to persuade the reader to adopt a certain ethical stance.
In order to provide the background necessary for uncovering the rhetorical
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concerns in Marguerite de Navarre's Heptameron, before undertaking my
analysis I will first briefly review the nature of the rhetorical example and
how rhetorical narratives function.
One of the greatest differences between modern readers and Renaissance writers is their respective attitudes toward rhetoric. AI; C. S. Lewis,
Brian Vickers, and others have argued, poetry was akin to rhetoric in the
Renaissance; rhetoric and poetry were thought to share similar ends. Victoria
Kahn has noted that Renaissance humanists argued "again and again that it
2
is better to do the good than to know the truth." This concern for teaching moral truth was not limited to the writings of the humanist thinkers
3
but extended into poetry. Poetry became valued because of its ability to
persuade even as it pleased, as the pleasing qualities of poetry allowed the
poet to entice the reader into receiving instruction. Poets and humanists
believed that they found support for their view of poetry in ancient authors;
Renaissance theorists and critics saw in the writings of both Horace and
Aristotle an authoritative injunction to make their art morally useful. Thus,
in poetry persuasion became a central, if not the central, concern. Indeed,
as Marvin Herrick has noted, "The Renaissance theories of poetry were
partly the result of a transfer from rhetorical theory, largely Ciceronian, to
poetic theory." 4 This appropriation of the ends and methods of rhetoric is
one of the most distinctive features of Renaissance poetry. Nevertheless,
the idea of a "rhetorical poetry" strikes most of us, members of the twentiethcentury West, as absurd; the goals of poetry and rhetoric seem completely
at odds. 5 How can poetry hope to serve the same ends as rhetoric? The
answer lies in the rhetorical construct that claims persuasion through narration: the example.
The example has been a prominent rhetorical form since ancient times,
and, as Ernst Robert Curtius remarks, there are really two forms of examples:
"Exemplum (paradeigma) is a technical term of antique rhetoric from
Aristotle onwards and means 'an interpolated anecdote serving as an example.' A different form of rhetorical exemplum, one which was of great
importance for after times, was added later (ca. 100 B.c.): the 'exemplary
figure."' 6 Aristotle refers to the first type of example in the Rhetoric as a
"rhetorical induction" (1356b). In this form, the example is a proof of the
rightness of a point of view. When, for instance, a politician argues for a
certain course of action, he "proves" that his way of proceeding is right by
citing examples from history that support his point of view. The example is

HEPTAMERON

justified as proof because of the repetitive nature of history: the past is the
best guide we have to the future. The example from the past is therefore
not a particular and isolated incident; it has a general significance that
applies to all like situations. Karlheinz Stierle's remarks about Aristotle's
example and his conception of history are useful:
Les evenements historiques, de par leur nature meme, ne sont
pas uniques; ils se repetent. On pourrait dire, aussi, inversement: est historique au sens aristotelicien du terme non pas ce
qui est unique, mais ce qui se repete. C'est ainsi que l'exemple
nomme un ensemble forme par la situation, et l'issue de la situation qui, par son retour constant, possede une signification
generale. 7
An orator will thus make use of an example as an inductive proof of his
proposition. 8
The second type of example mentioned by Curtius, the "exemplary
figure," is perhaps more important for the moral purposes of the poet. In
this case, the example is less likely to be a historical situation than a person.
A historical or fictional figure is held up as an example of some quality; the
reader or listener, on learning the example, finds the exemplary figure as a
model worthy of imitation. The example becomes a kind of magister vitae
that inspires the reader or listener to follow it. This type of example can be
illustrated by the parable of the Good Samaritan in the Gospel of Luke
(10:25-37). Jesus, when confronted by a lawyer who desires to know what
constitutes being a "neighbor" to another, does not answer by enunciating
a number of precepts as a guide for proper behavior but by giving the lawyer
a model of behavior. After relating the parable, Jesus admonishes, "Go, and
do thou likewise." The good Samaritan should be the lawyer's magister
vitae.
These two types of examples show how narrative can persuade in two
different but often complementary ways. The example immediately becomes
a much more problematic construct, however, when we seek to understand
how it functions, how it can guarantee that the audience will respond correctly. Exemplary narrative assumes the presence of a speaker or writer trying
to influence a reader or listener (or, as Susan Suleiman would say, a
destinateur trying to influence a destinataire) either to adopt certain patterns of behavior, in the case of the exemplary figure, or to accept a certain
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point of view, in the case of the deductive proof. Given that the example
depends upon the problematic relation between a writer and a reader, or a
speaker and a listener, a question arises: How does the writer/speaker ensure that his or her message will be able to persuade the reader/listener in
the desired fashion? In other words, how can the destinateur make sure that
the destinataire will interpret the story correctly? In Suleiman's article "Le
recic exemplaire," she discusses chis question with regard to the parable, the
fable, and the roman a these. 9 Although her analysis is not intended co illustrate exemplary narrative as found in the novella, her remarks apply to
the nature of didactic narrative in general and can thus be helpful in discussing how exemplary narrative functions.
Suleiman uses the speech-act theory ofJ. R. Searle to understand the
relationship between the destinateur and the destinataire. The didactic nature of narrative, she maintains, is established by an act similar to the
illocucionary act of speech-act theory, which is defined by the object or
goal of the speaker. Verbs such as to promise, to ask, to affirm, to thank,
and to order are examples of illocutionary acts. The response of the reader
is similar to a perlocucionary act, which is defined by the effect chat
illocucionary acts have on the listener. To persuade, to convince, and to
.frighten are all perlocutionary acts. She maintains chat the roman a these is
based on an illocucionary verb: to demonstrate. Of course, the success of the
illocutionary act depends on the perlocucionary effect it is expected co
produce: persuasion.
In order to understand how a narrative can demonstrate, and thus persuade, Suleiman analyzes several evangelical parables. In these parables she
finds chat the proper interpretation, chat willed by Jesus, is guaranteed by
the fact that the narrative also provides, either implicitly or explicitly, the
"correct" interpretation of the story and an injunction to the listener co
follow the example and thus to amend his or her life. This is evident in the
example of the good Samaritan mentioned above. The lawyer had already
established a certain interpretive frame for the story that followed his question
"And who is my neighbor?" The story chat follows should thus be interpreted
in light of chis question. Jesus then gives the parable, and although he does
not give an interpretation of the parable himself, he verifies the correctness
of the lawyer's interpretation by asking him, "Which now of these three,
chinkest thou, was neighbor unto him chat fell among the thieves?" When
the lawyer gives the correct answer, "He that shewed mercy on him," Jesus
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follows with an injunction that directs the lawyer to amend his behavior
according to the example of the Samaritan ("Go, and do thou likewise").
Jesus' own authoritative status is emphasized throughout the narrative,
since the whole of the Gospel narrative presents him as the exemplary figure
par excellence. Didactic narrative, therefore, carries its "correct" interpretation within it either by providing an explicit interpretation or injunction
or by providing these implicitly in the interpretive frame that is constructed
around the example and that is itself a part of the narrative. It is this latter
method that characterizes the rhetorical strategy of the Heptameron.
Marguerite builds her stories within a context, a narrative frame that
encourages us to read and interpret the stories of her collection in a certain
way.
Indeed, one of the most distinctive features of Renaissance novella
collections is the frame, "a narrative situation that plausibly motivates the
relation of and lends structural unity to a series of otherwise diverse and
unrelated stories." Indeed, as Robert Clements and Joseph Gibaldi illustrate,
"there is little even in earlier Western literature to prepare one for the
widespread creative employment of the framing device by novellists from
Boccaccio to Basile." 10 Earlier attempts at frame-narratives do not compare
with Boccaccio's achievement in the Decameron, in which he raised the
frame-narrative to a new level and set the standard practice for all the novelists
that would follow him.
It is certain that Marguerite de Navarre knew Boccaccio's Decameron
well. She evidently commissioned the Philipe Mas;on translation of the
Decameron that was completed in 1545, at least so it appears from Mas;on's
dedicatory letter, which is addressed to Marguerite. In the prologue to her
own work, in fact, she mentions Boccaccio twice and suggests that she is
attempting to create a French Decameron. She evidently considered the
Italian work a model for her own project and copied the basic technique of
providing a prologue that frames the stories of the various "devisants,"
describing daily rituals that accompany the storytelling, and having her
"devisants" each tell one story a day for a total of ten stories a day, with the
ultimate goal of one hundred stories in mind. That Marguerite thought of
her work in relation to Boccaccio's necessitates an examination of Boccaccio's
frame-story in greater detail. By understanding how Marguerite may have
read the Decameron, we can gain a greater understanding of what she hoped
to accomplish by re-creating it.
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"Umana cosa e l'aver compassione agli affiitti." (Human it is to have
compassion on the affiicted). 11 So begins Boccaccio's Decameron. The first
two words are ofinterest as regards the thematic unity of the work. It seems
that from the start of the text Boccaccio's intentions are clear: he is not
concerned with man's salvation or Christian ethics; he is concerned with
human reality, "umana cosa." Above all, at least in the "proemio," his concern
is with human love. Thus, we come to learn that the word "affiitti" of the
opening line refers to those afflicted with the pains of love. Those lovers
who suffer most are idle ladies, who, because their society denies them the
freedom accorded to men, are much more prone to feel love's sting.
Boccaccio ends the "proemio" by informing the reader what the subject
matter of the tales will be ("piacevoli e aspri casi d'amore e altri fortunosi
avvenimenti" [pleasing and bitter examples oflove and other adventures])
and gives some indications of the meanings that may be derived from the
novellas: they offer "utile consiglio" (useful council) to the love-inflicted
readers. The "proemio" indicates that the tales that follow do purport to
teach their readers, but only in matters of love. There is no indication that
Boccaccio is concerned with what were traditionally considered to be ethical
matters - such as the role of the citizen in the state, the maintenance of
one's virtue, the danger of pride, and so forth. Boccaccio's "novelle, o favole
o parabole o istorie" may be exemp/,a in that they provide practical, "utile,"
instruction for lovers, but they are removed from the much more religious
and overtly ethical exempla of the preachers and religious writers of
Boccaccio's time.
The thematic concern of the prologue to the first day, which describes
the horrors of the plague in midfourteenth-century Florence, is not love,
but Fortuna. Boccaccio's memorable description concentrates on the inscrutable nature of the pestilence that strikes individuals without regard to
rank, profession, or wealth. The immense devastation leads to a breaking
down of society's conventions and boundaries. The plague obliterates the
authority oflaws and the weight of religious commandments. Deity enters
the picture in this prologue, but the portrait of God given here is hardly
sympathetic: "Che piu si puo dire [... ] se non che tanta e tal fu la crudelta
del Cielo, e forse in parte quella degli uomini [... ] oltre a cento milia
creature umane si crede per certo dentro alle mura della citta di Firenze
essere stati di vita tolti?" (36; What more can one say . .. except that so great
was the cruelty of Heaven, and perhaps in some measure the cruelty of men
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... more than 100,000 human creatures are believed to have lost their lives
inside the walls of Florence?). The god of this prologue is inscrutable and
cruel, virtually indistinguishable from the blind Fortuna. The destruction
of the plague is lamented because it has indiscriminately destroyed what
Boccaccio sees to be the best of Florentine society. In the work of another
writer, the description of the plague would perhaps serve a didactic, religious
purpose - to persuade readers of the transitory nature of earthly existence
and to convince them to put their trust, therefore, in God. For Boccaccio,
however, the horrors of the plague lie in the destruction of the elegant,
aristocratic society, which his "brigata" represents. The events of the plague
cannot be used to teach others or to view God's hand in history; the plague
simply destroys. Boccaccio has no conception of a divine, just vengeance,
nor any sorrow for those who may lose their souls through the riotous
living that the plague induces. The elegant men and women flee not society but that which is destroying society itself - the plague. By leaving the
pestilence, they seek a refuge where they can create their own society that
will, in some way, replace the aristocratic society the plague is killing.
The novellas of the Decameron are narrated within this frame. The
aristocratic members of the "brigata" require psychological recreation in
order to cope with the horror they have just fled. The stories they tell provide
a pleasant and useful diversion from the trauma of having lived in Florence
at the time of the plague; they tell stories solely to refresh and entertain
themselves. In the brief introduction to each story, the narrator summarizes
how the ladies and men were moved to laughter or tears by the story, but
there is barely a hint that any one of the "brigata" seeks to derive some
ethical or religious lesson from the stories. Even the first story of the first
day, which recounts the life and death of the blasphemous Ser Cepperello,
remains without an ethical stance. As Erich Auerbach remarks, the ending
of the story seems to demand some kind of stance toward the protagonist
and his action of defrauding the confession, "but here it is merely auxiliary
to working out two farcically comic scenes: the grotesque confession and
the solemn interment of the supposed saint. The problem is hardly posed." 12
Indeed, Panfilo, the narrator of the story, seems to betray an admiration for
Ser Cepperello' s intelligence and ability to manipulate the sanctimonious
friar in such an amusing way. After he has finished his narration, Panfilo
attempts to give it a moral interpretation, which seems belated; the interpretation does not mention the main ethical interest of the story -
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Ser Cepperello's blasphemous confession. Since the "brigata" makes virtually
no attempt to interpret the stories in an ethical manner, it seems clear that
the stories serve no rhetorical function; they are not meant to persuade,
only to please.
Boccaccio's frame is not interpretive, but seems to be, as Clements and
Gibaldi assert, a justification for the fictional enterprise. 13 He gives neither
guidance nor injunctions on how the reader is to interpret the stories or
what moral lessons the reader can and should derive from them. In the
"conclusione dell'autore" Boccaccio indeed throws the entire responsibility
of interpretation back on the reader and disavows any responsibility for the
use that may be made of his novellas: "Le quali [novelle], chenti che elle si
sieno, e nuocere e giovar possono, sf come possono tutte I' altre cose, avendo
riguardo allo ascoltatore" (674; The novellas, as they are, can, like all other
things, do harm or benefit depending on the listener). Clearly, Boccaccio's
tales represent a move away from the medieval exemplum and its univocal
meaning. Stierle makes a compelling argument that Boccaccio transforms
the example, which is written to provoke active imitation, into the "case,"
which is written to present moral problems to the judgment. 14 The case, like
the example, poses a moral question but without giving a response. The
reader is thus given the task of deciding on the correct moral response. The
utility of the case lies not in the response itself but in the process of examination and consideration that goes into the determination of the response. The case is generally placed in a frame that helps to pose the moral
problem but does so without limiting the reader to one interpretation.
Stierle is correct in asserting the undecidability of the ethics of any
given story in the Decameron. Nevertheless, it is plausible to assert that
over the course of the whole work an ethic does emerge. Reading through
the one hundred stories, one cannot help noticing the prominence of
certain themes, such as the desirability of physical love, fartuna, and the use
of intelligence and craftiness to obtain a desired end. In brief, many elements of the Decameron, in addition to the prominent themes that run
through the entire collection, seem to indicate that the novellas are unified
through some central thematic, if not overtly ethical, assumptions and
concerns.
I have already indicated how the prologue to the first day introduces
what can be seen only as a secular view of history - the inscrutable, cruel
God (or Fortuna); the lamentation over the loss not of men's souls but of
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the best of Florentine society; and the escape not to a religious haven but to
a country paradise where a smaller, clearly secular society can be established.
Boccaccio's prologue to the fourth day is similar to the earlier prologue in
that it introduces an ethic of nature and love, not of Christianity. This
prologue is particularly interesting because in it Boccaccio relates another
novella and places it within an interpretive frame. Boccaccio begins the
prologue, which, like the "proemio," is addressed to ladies, with a summary of his critics' complaints. He wishes to respond to his critics but
decides to recount part of a novella before responding. The story of Filippo
Balducci, who is so grieved at the loss of his wife that he retires to live a
hermit's life and serve God with his son, is clearly designed to provide,
through narration, an answer to those critics that accuse him of frivolity
and of a lack of propriety. When Filippo's son rejects his strict Christian
upbringing at the sight of elegantly dressed women, the reader cannot help
concluding that, for Boccaccio as well as for Filippo's son, Christian ethics
fold before the reality of natural love. Boccaccio responds to his critics by
simply stating that he is following nature; they, who claim to be wise, should
not be surprised by his actions. This prologue, and the partial novella it
contains, is a defense of the secular, "natural" novellas he relates.
In addition to these two prologues, the rest of the frame-narrative further
reinforces the secular themes that appear so often in the stories themselves.
Certain ritualistic procedures precede and follow each day's storytelling.
These include elegant society games, dancing, and the composition and
performance of songs that describe the pains and joys oflove - rituals of an
elegant, secular, aristocratic society. Furthermore, the pleasure gardens in
which the storytelling takes place are similar to the gardens in the medieval
tradition of courtly love. 15 Al though the ethics of an individual story is
undecidable, left open to the individual reader's judgment, I agree with
Auerbach who asserts that the
really important characteristic of the attitude reflected in the
Decameron, the thing which is diametrically opposed to medieval-Christian ethics, is the doctrine of love and nature which,
although it is usually presented in a light tone, is nevertheless
quite certain of itself. . . . The Decameron develops a distinct,
thoroughly practical and secular ethical code rooted in the right
to love, an ethics which in its very essence is anti-Christian. 16
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This ethic is suggested both by the similar themes that run through the
majority of the novellas and the frame that surrounds and informs them.
Since Marguerite was, as her devout poetry reveals, a highly Christian
reader, 17 her reflections on the moral problems raised by her reading of
Boccaccio must have led her to envisage the possibilities for ethical, religious discourse offered by a work such as the Decameron. Although many
sixteenth-century writers, such as Emilio Ferretti, submitted Boccaccio's
Decameron to moral readings and thought of the work as a moral treatise,
the obvious differences between Marguerite's and Boccaccio's creations
suggest that while Marguerite evidently admired the skill of the Decameron,
she was clearly dissatisfied with its assumptions and so sought to re-create it
in accordance with her own vision. 18 One of the principal shortcomings of
Boccaccio's work, as Marguerite evidently saw it, was its literary, fictional
orientation. The obvious skill that the Decameron evidenced tended to reinforce the view that its stories were all pleasant fictions, meant solely to
please, and without ethical value. In the prologue to the Heptameron,
Marguerite, through the voice of Parlamente, discusses the project of
remaking the Decameron. She has Parlamente mention the general enthusiasm of Marguerite herself, of her brother the king, and of the court over
Boccaccio's stories, and their determination to create a work equal to his,
sinon en une chose differente de Bocace: c' est den' escripre nulle
nouvelle qui ne soit veritable histoire. Et prosmirent les dicl:es
dames et monseigneur le Daulphin avecq d' en faire chascun dix
et d 'assembler jusques a dix personnes qu'ilz pensoient plus
dignes de racompter quelque chose, sauf ceulz qui avoient estudie
et estoient gens de lettres; car monseigneur le Daulphin ne
voulloit que leur arty fut mesle, et aussy de paour que la beaute
de la rethoricque feit tort en quelque partye a la verite de
l'histoire. 19
Marguerite's objection to Boccaccio's rhetorical sophistication stems from
her desire to preserve the "verite de l'histoire." Marguerite's use of the term
"rethoricque" must be understood in a peculiar sense, perhaps in reference
to the "Grands Rhetoriqueurs" and their characteristically ornate and highly
literary style. Marguerite objects to Boccaccio's style and "la beaulte de la
rhetoricque" because it calls attention to itself as style. As Auerbach has
shown, "[Boccaccio's] prose .. . reflects the schooling it received from

HEPTAMERON

antique models and the precepts of medieval rhetoric, and it displays all its
arts." 20 Marguerite objects to the ostentation of Boccaccio's style because it
takes attention away from the story itself and tends to limit its verisimilitude.
In discussing the roman athese, Suleiman states the difficulty of affirming
or demonstrating anything with narrative: "On bute alors sur la question
suivante: comment une histoire - et de plus une histoire 'inventee,' done
inverifiable - peut-elle demontrer quelque chose?" (Thus, one comes across
the following question: how can a story-what is more a "fabricated" story,
and thus unverifiable - demonstrate anything?) 21 By insisting on the historical truth of her stories, Marguerite avoids at least part of the problem.
When Parlamente seeks to demonstrate the existence of female virtue in
the tenth story, her argument rests on the fact that her example, which
"proves" her point, is historically true. If Floride was not a real person, if
her story was a fiction, it proves only that the existence of a virtuous woman
is imaginatively possible, not that any such woman exists in reality. Thus,
although Marguerite objects to Boccaccio's "rhetoric," her insistence on
the historical truth of her own stories is a rhetorical move. Her stories become more persuasive when they are perceived as actual, historical events.
Furthermore, verisimilitude must be maintained in narration even when
the story is true; "rhetoric" and "art" are not to be used in its telling. These
artifices call attention to the narrator's careful manipulation of the story
and tend to undercut the impression the story is a transparent telling of a
true event.
The rhetorical nature of Marguerite's assertion that all her stories are
true and her complaint that Boccaccio's are too literary illustrates her
closer proximity to the concerns of classical rhetoric. Clements and Gibaldi
have argued that the novella emerges from both "a literary tradition in the
Aristotelian-Horatian mold, and an oral tradition, springing ultimately from
classical rhetoric but more immediately from Renaissance courtesy literature."22 In Boccaccio, the relation between the novella and the tradition of
classical rhetoric is distant indeed - his narratives do not, in any obvious
way, serve persuasion. Furthermore, their elegant, intricate syntax betrays
distinct literary qualities as opposed to oral, rhetorical ones. In the
Heptameron, however, the relationship with classical rhetoric is more explicit.
The "devisants" often refer to their stories by the technical term for the
persuasive narratives of classical rhetoric: "exemples." Indeed, the stories,
we are told in the frame-narrative, are often given in order to persuade the
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other "devisants." In many ways, the storytelling is a rhetorical debate, where
stories are told in order to provide answers to ethical problems posed in the
debates. Furthermore, these "exemples" are presented both as rhetorical
inductions and as exemplary figures.
In the dispute concerning the relative virtue of men and women, for
instance, each side argues its point by giving examples that illustrate either
the depravity or the virtue of women. Thus Simontault, just before relating
the forty-fifth story, challenges others to disprove his argument: "Ceulx qui
disent, mes dames, que vostre malice passe celle des hommes, auroient bien
a faire de mecl:re ung tel exemple en avant, que celluy que maintenant je
vous voys racompter" (304; "Those who claim, my ladies, that your malice
surpasses that of men, would have quite a task to produce an example such
as the one that I will now relate to you"). The example demonstrates
Simontault's thesis that men are in reality more malicious than women.
The way to disprove his thesis is not through a process of reasoning but by
giving an example that relates the story of a woman who has even more
malice than the man in the forty-fifth story.
The "devisants" also relate stories containing exemplary figures, and
following their stories they urge the other "devisants," and hence the reader
as well, to consider the exemplary figure of their story as one worthy of
imitation. Ennasuite relates the story of a princess who succesfully resists
the seduction and the rape attempt of a man in her company, and ends her
story by telling the women of her group that if they are ever in a similar
situation they would do well to imitate the example of the princess: "Voyla,
mes dames, qui devroit donner grande craincl:e a ceulx qui presument ce
qu'il ne luer appartient et doibt bien augmenter le cueur aux dames,
voyans la vertu de cest jeune princesse et le ban sens de sa dame d'honneur.
Si a quelqu'une de vous advenoit pareil cas, le remede yest ja donne"
(34, emphasis mine; "Here, my ladies, is something that should strike great
fear into the hearts of men who presume to take that which does not belong
to them and must strongly fortify ladies' hearts, seeing the virtue of this
young princess and the good sense of her lady-in-waiting. If any of you find
yourself in a similar situation - the remedy has already been provided"). In ,
fact, the story has two exemplary figures, the "positive" example of the
princess, whose virtuous actions should be imitated, and the "negative"
example of the would-be lover, whose failure serves as a warning to evilminded men.
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The Heptameron's closer proximity to the tradition of classical rhetoric
is only one of several elements that clearly distinguish Marguerite's text
from the Decameron. The differences between the two texts are obvious,
even without the mention of the Decameron and the French court's plans
to remake it. What the discussion of Boccaccio in the prologue shows is
that Marguerite wrote her collection of novellas with Boccaccio in mind.
By referring to her strongest precursor, Marguerite establishes an intertextual
relationship between the two that tells the reader to read and interpret
Marguerite's text in relation to Boccaccio's. The similarities of the overall
structures help to reveal the real differences between the two. In other words,
Marguerite creates similarity in order to establish difference. Marguerite's
frame-narrative that opens the Heptameron, in its similarity to and difference
from that of Boccaccio, is an exemplary case.
Whereas Boccaccio opens his work with a literary prologue addressing
his work to ladies in love and apologizing for the description of the plague
that will follow, Marguerite begins by situating her story concretely within
a specific place and a specific time: "Le premier jour de septembre, que les
baings des montz Pirenees commencent entrer en leur vertu, se trouverent
aceux de Cauderes plusiers personnes tant de F ranee que d'Espaigne" (1; On
the first day of September, when the springs of the Pyrenees mountains begin
to have their potency, several persons from both France and Spain were
found at the baths of Cauterets). From the start, Marguerite attempts to
create the illusion that her work is a historically true account of events. As
she continues, one notices a general similarity between the prologues of the
Heptameron and the Decameron; both are concerned with catastrophe and
death, and both portray men and women who somehow escape the catastrophe and who, because they are in some sense removed from the obligations
of society, are free to tell each other stories. 23 Nevertheless, the similarities
are only on the surface; the two prologues differ markedly both in what they
depict and, more importantly, in the attitude of their narrators to what
they depict. Marguerite, like Boccaccio, depicts a natural catastrophe. But
unlike the senseless and random character of Boccaccio's plague, the floods
of the Heptameron are infused with moral significance. In reflecting on the
events he records, Boccaccio's narrator can see only an inscrutable, perhaps
cruel God. Throughout the account of the flood, the narrator of the
Heptameron frame-story finds reasons to assert the mercy and power of
God. The initial description of the flood, "Mais sur le temps de ce retour
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vindrent les pluyes si merveilleuses et si grandes, qu'il sembloit que Dieu
eut oblye la promesse qu'il avoit faill:e aNoe de ne destruire plus le monde
par eaue" (1; But at the time of their return there came rains so great and
extraordinary it seemed that God had forgotten the promise he had made
to Noah never again to destroy the earth with water), contains within it an
affirmation of both the power and the mercy of God. By recalling the
promise to Noah, the narrator indicates that although the floods are severe,
they are under the control of God, who has already promised that he will
control them. The various "devisants," who will eventually find their way
to Nostre-Dame de Serrance, make their way to the monastery through
tortuous and difficult paths. The symbolic significance of the tortuous
journey to the monastery would not have been lost on the Renaissance
reader. At least one critic has found that the journey parallels a peregrinatio,
a stock element in medieval literature with definite moral significance. 24 The
journey, although it involves hardship and difficulty, reveals God's mercy,
as all of the "devisants," except for Oisille, arrive at the monastery only
after having received providential aid. 2 5
Furthermore, whereas Boccaccio's narrator describes the devastating
social effects of a plague that obliterates the social order and renders
ineffectual the divine laws, Marguerite describes a flood through which the
power of God is seen to preserve the social order and reward those that
trust in the power of the divine. Symontault, for instance, tries through
force to make his way through the floods back to civilization. He loses all of
his servants and their horses in the flood but is preserved himself, although
the flood leaves him in such a condition that he "ne se povoit soustenir"
(could not hold himself up). However, we are immediately told, "lui advint
si bien" (it so happened), that a shepherd finds him and leads him to his
own poor house, where he nurtures Symontault back to health. That
night, we are told, "Dieu y amena ce bon religieux" (God led a good monk
there), who informs him of the way to Nostre-Dame de Serrance. This
"bon religieux" also meets the rest of the company and tells them
Symontault' s story and that of Oisille, who likewise lost many of her servants
during her journey to the monastery. The rest of the "devisants" see all of
these events as proof of the care of a benevolent God whose actions maintain the social order within the catastrophe: "~ant toute la compaignye
oyt parler de la bonne dame Oisille et du gentil chevalier Symontault, eurent
une joye inestimable, louans le Createur qui, en se contentant des serviteurs,
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avoit saulve les maistres et maistresses" (5; When all of the company heard
the story of the good lady Oisille and the nobleman Symontault, they felt
an inestimable joy worshipping the Creator, who, in contenting himself
with the servants, had saved the masters and mistresses). The final affirmation
of the hand of God in the events of the frame-narrative occurs when all of
the "devisants" are assembled at Nostre-Dame de Serrance:
La joye fut si grande en ceste compaignye miraculeusement
assemblee, que la nuicl: leur semble courte a louer Dieu dedans
l' eglise de /,a grace qu 'if leur avoitfaille. Et, apres que, sur le ma tin,
eurent prins ung peu de repos, allerent oyr la messe et tous
recepvoir le saincl: sacrement de unyon, auquel tous chrestiens
sont uniz en ung, suppliant Celluy qui les avoit assemblez par sa
bonte parfaire le voiage a sa gloire. (6, emphasis mine) 26
Throughout the narrative frame, the mercy and power of God to protect
those that trust in him is affirmed.
In addition, the destination of the "devisants" - a religious haven, as
opposed to the elegant country house to which the "brigata" repairs in the
Decameron - is not without significance. The religious frame of the
Heptameron is further developed in the frame-narratives that surround each
day's storytelling. Whereas Boccaccio's "brigata" awakes to participate in
elegant rituals, dancing, music, and the singing of worldly love songs,
Marguerite's "devisants" awake each morning to hear Oisille expound the
New Testament, an event that is often described in glowing terms. 27 Following Oisille' s lessons on the scriptures, all attend mass. They then retire
for a short time until the day's storytelling begins. Following the storytelling
they do not fail to attend vespers. The religious journey that begins the
Heptameron provides a frame for the entire work, while the daily religious
routine frames each day with religious devotion. It is within this frame that
the novellas of the Heptameron should be interpreted, and indeed are interpreted. Unlike the "brigata" of the Decameron, the "devisants" of the
Heptameron engage in an extended interpretive discussion of each story.
fu I argued above, one of the characteristics of didactic fiction is that
the "correct" interpretation of the fiction and the injunction to the reader
to amend his or her behavior form an integral part of the narrative as a
whole. fu we have seen, Boccaccio's tales do not have an interpretation or
injunction that is integral to the narratives of the Decameron. Marguerite de
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Navarre, on the other hand, readily provides both interpretations of her
stories and injunctions to amend behavior; both are situated clearly within
the interpretive frame. The Heptameron "devisants" play a much more
visible role in the interpretive frame than do those of the Decameron. Their
interpretive debates are extensive, often longer than the tales that precede
them, 28 and constitute an essential part of the work as a whole. These discussions inevitably give rise to certain ethical, interpretive problems that
lead to the next novella; the narrator of the next story normally starts by
stating what the story will demonstrate. In the discussion preceding the
tenth novella, for example, the debate concerning the possibility of female
virtue leads Parlamente to propose her lengthy example (the tenth novella)
in proof of the existence of female virtue. The "devisants" and the audience
as well are led to hear/read the tenth novella in light of the description that
precedes the tale itself. The interpretation of the story as an example of
female virtue is reinforced by Parlamente' s injunction that follows the story.
She not only reinforces the interpretation she gave earlier but also invites
her listeners to be persuaded by the exemplary figure to the point of imitation. This process is constantly repeated throughout the Heptameron.
The narrative process of interpretation within the narrative frame is
not, however, as straightforward as I have portrayed it. The lengthy discussions that frame each story are perhaps better described as debates, which
often make problematic the narrator's interpretation of the events just related; some of the "devisants" will dispute the narrator's interpretation or
refuse to accept the narrator's injunction, as in the tenth novella. Immediately following her injunction to the female "devisants," Parlamente asks
Hircan if he accepts her interpretation of the story: "Yous semble-il pas
que ceste femme ayt este pressee jusques au bout, et qu' elle ayt vertueusement
resiste?" ("Does it seem to you that this woman was pushed to the limit and
that she virtuously resisted?"). Hircan refuses to accept this interpretation:
Non, dist Hircan; car une femme ne peult faire moindre resistance que de crier; mais, si elle eust este en lieu ou on ne l' eust
peu oyr, je ne ss;ay qu' elle eust faicl: [.... ] Et, pour cest exemple
icy, je ne me departiray de la forte opinion que j' ay, que oncques
homme qui aymast parfaicl:ement, ou qui fust ayme d'une dame,
ne failloit d' en avoir bonne yssue, s'il a faicl: la poursuicl:e comme
ii appartient. {83) 29
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Hircan then presents his own interpretation of the story; it is not about
Floride's virtuous triumph but about Amadour's cowardly failure. Had
Amadour truly followed his masculine "debvoir," he would have forced
Floride to do his will at all costs. This counterinterpretation provokes a
debate that is not resolved to the satisfaction of all the "devisants." A similar absence of interpretive resolve is characteristic of many of the debates
that follow the novellas.
Indeed, as I noted at the beginning of this essay, most contemporary
critics argue that this lack of resolve is charcteristic of the entire work, that
indeterminacy is the most prominent feature of the Heptameron. It seems
that Stierle's concept of the case as opposed to the example can be more
effectively applied to Marguerite's novellas than to Boccaccio's. She does
present us with various novellas that pose difficult ethical problems and an
interpretive discussion that does not seem to resolve itself: hence the
argument that her interest is to involve her readers in the interpretive
process, not to persuade them to one particular point of view, indeed to
persuade them that one cannot attain certain knowledge.
That this view is compelling is evidenced by its general critical acceptance. Nevertheless, I feel that it is ultimately inadequate; although it explains
fairly well the differences of opinion among the "devisants," it fails to explain
many elements of the Heptameron. Some critics have tried to argue that
although some of the novellas are ambiguous in meaning, some determinate
meaning emerges through the course of the work. 30 This is my own view.
In addition to the frame-narrative that I have already discussed- the tortuous
journey to the monastery, wherein God's mercy and power are revealed,
and the religious devotions that surround each day's storytelling - several
aspects of the stories themselves add to the determination of ethical meaning.
H. R. Jauss, who has attempted to establish a generic definition of the
novella, notes that the brevity of the individual novella in some ways accounts
f~r its indeterminacy as a single narrative unit. Nevertheless, the single
novella, because of its brevity, demonstrates the need for more novellas:
"The brevity corresponds to temporal tension (running from an arbitrary
beginning to a dissolving end, without a middle); the end of the novella as
a 'solution for this time' implies further novellas." 31 Thus in any one collection, the repetition of certain themes indicates that, although the individual novella may have an indeterminate ethical status, being only a
temporary solution to a problem, this theme, or "solution," is favored over
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others; as "further novellas" confirm through repetition what one novella
poses as a "temporary solution," an ethic characteristic of the novella collection as a whole emerges.
I have already noted the repetition of certain themes within the stories
of the Decameron. Several stories, for example, recount the adventures of a
young man who, through his intelligence, wins the favors of a desired lady.
In many cases, the lover's cleverness allows him to circumvent established
social norms and the bonds of marriage to obtain what he desires. Many
stories of the Heptameron, on the other hand, tell of women who are able to
resist the advances of" clever" men and retain their virtue. 32 There are also
a number of stories that recount the reconciliation of husband and wife. 33
Many of these last stories recount how a marriage is saved by the virtuous
actions or patience of one of the spouses, most often the wife. Several
stories celebrate love, but instead of Boccaccio's emphasis on worldly, carnal love, the Heptameron stories often center on the portrayal of a heavenly,
spiritualized love. 34 Although not every "devisant" agrees on the interpretation of these stories, their prominence throughout the work suggests that
the ideals of spiritual love and faithfulness within marriage are maintained
by the work as a whole. Furthermore, these ethics are reinforced by certain
"devisants" whom the reader learns to look on as authority figures and
privileged interpreters: Oisille and Parlamente. 35
The prologue to the Heptameron tells us that although all the "devisants"
arrived at the monastery by means of a difficult and symbolic journey, at
least one of the men and women who eventually arrive at N ostre-Dame de
Serrence followed a more direct, and perhaps more "faithful," journey than
the rest: "Une dame vefve, de longue experience, nommee Oisille, se delibera
d' oblier toute craincl:e par les mauvais chemins jusques ad ce qu' elle fut
venue a Nostre-Dame de Serrance" (A noble widow of long experience,
named Oisille, decided to forego all fear of the bad roads until she arrived
at Nostre-Dame de Serrance). Oisille does not avoid the dangers of the
trip, as the narrator tells us that the majority of her servants died en route.
Nevertheless, she recognizes the monastery as a spiritual haven and proceeds
there by as direct a route as possible: "aussy qu'elle estoit seure que s'il y
avoit moyen d'eschapper d'un dangier, les moynes le debvoient trouver"
(2; as she was sure that if there was a way to escape a danger, the monks
would surely find it). Doranne Fenoaltea is correct to observe that Oisille's
"total trust in God creates an exemplary situation." 36 Her religious faith is
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further emphasized when Parlamente asks her to devise some amusement
with which to pass the time while they are stranded in the monastery. Oisille
replies that there is only one "passetemps" truly worthy of pursuit: "car,
aiant cherge le remede toute ma vye, n ' en ay jamais trouve que ung, qui est
la lell:ure des saincl:es lettres en laquelle se trouve la vraie et parfaicl:e joie de
l'esprit, dont procede le repos et la sante du corps" (7; "for, having searched
for a remedy my entire life, I have found only one, which is the study of the
holy scriptures, in which one finds the true and perfect joy of the spirit,
from which comes rest and well-being"). Her knowledge and ethical
understanding is underscored by ·the religious teachings she gives to the
"devisants" each morning. She is the one who interprets the Bible, the
ethical guide to every Christian's life. Marguerite thus presents Oisille as an
authority figure whose interpretations are worthy of belie£
Parlamente is also given privileged treatment in the prologue. She first
asks Oisille to devise some amusement for them, and when they decide to
devise an exercise in addition to the religious study and devotion that Oisille
suggested, it is left to Parlamente to decide what the group should do. Her
husband tells the rest of the "devisants," "je m'en tiens a son oppinion
comme celluy qui n' en a nule autre que la sienne" ("I hold to her opinion
as one who has no opinion but hers"). After his statement, the narrator
informs us: "A quoy toute la compaignie s' accorda" (9; To which all the
company agreed). Withiri the narrative frame, therefore, Parlamente is also
established, though to a lesser degree than Oisille, as an authority figure.
This frame establishes an interpretive reference that can be used when trying
to interpret the stories and the interpretive discussions that follow them.
Thus, in addition to setting a general religious tone for the storytelling, the
frame-narrative has the further rhetorical function of identifying Oisille
and Parlamente, but especially the former, as privileged interpreters, whose
pronouncements concerning the exemplarity of the stories are worthy of
belief.
I have already mentioned the prominence of certain ethical themes in
the Heptameron: faithfulness in marriage and the benefits of"honest" love.
The chief ethical concern of the collection, however, lies elsewhere. Although
this concern is not explicitly articulated until the end of the fifth day, it
becomes the most prominent of the Heptameron. Before Hircan relates the
forty-ninth story, he expresses his doubts that the women in the company
will believe him, since it concerns "une grand dame si infame" ("a noble
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lady so infamous") that her wickedness surpasses even that of the monk of
the previous tale, whom they have universally condemned. Oisille tells him
that if the story is true he should relate it. She then defines the entire storytelling enterprise, which is not disputed and which, as I will discuss shortly,
is reinforced by several stories:
Puis que nous avons jure de dire la verite, dist Oisille, aussy
avons-nous de l' escouter. Par quoy vous povez parler en liberte,
car les maulx que nous disons des hommes et des femmes ne
sont poinl\: pour la honte particulliere de ceulx dont est fail\: le
compte, mais pour oster l' es time de la confiance des creatures,
en monstrant les miseres ou ilz sont subgel\:z, afin que nostre
espoir s' arreste et s' appuye a Celluy seul qui est parfail\: est sans
lequel tout homme n'est que imperfel\:ion. (317)3 7
Oisille admits her own imperfect understanding and that of all humanity.
The unresolved ethical debates are, therefore, from this Christian perspective to be expected. Disagreement and imperfect knowledge and understanding are the characteristics of fallen humanity. If we return to the remarks
ofJauss cited previously, that the novella provides a "solution for this time,"
the necessary indeterminacy, the lack of any final absolute "solution" to
any of the problems posed by the novellas becomes evident. Since the novella recounts human events and specific human problems, the Christian who
is convinced, as was Augustine, that the ultimate solution always and only
resided in God could believe only that temporary solutions could be
found for such temporary, earthly problems. Marguerite, being a Christian
reader of the Decameron, used the indeterminacy inherent in the novella as
a genre to express a very Christian ethic, which is rooted in a very Christian
pessimism. Thus, as Oisille tells us, all figures in all of the stories are exemplary in a negative sense; they virtually all demonstrate their human weakness and thus reveal the necessity of putting total love and trust in God
only. They are exemplary in that they represent humanity in its fallen
condition.
There are, nevertheless, exemplary figures worthy of imitation: those
that pursue the ideal of a total·trust in, and a total love of, God. Floride, the
protagonist of the tenth novella, becomes exemplary; the victim of a cruel
marriage and a vicious love, she retires to a monastery where true love and
a successful marriage are finally possible:
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[Elle] s' en alla randre religieuse au monastere de Jesus, prenant
pour mary et amy Celuy qui l'avoit delivree d'une amour si
vehemente que celle d'Amadour, et d'un ennuy si grand que de
la compagnye d'un tel mary. Ainsy tourna toutes ses affecl:ions a
aymer Dieu si parfaicl:ement, que apres avoir vescu longuement
religieuse, luy rendit son ame en telle joye, que l' espouse ad' aller
veoir son espoux. (83)3 8
The narrator, iv this case Parlamente, interprets the story: Christ alone is
worthy of love and saves us from the woes of earthly love. Nevertheless,
although she exhorts the women of the group to follow the example of
Floride's virtue, she finds some objections to Floride's behavior: "Yous
suppliant, en prenant exemple de lavertu de Floride, diminuer ung peu de
sa cruaulte, et ne croire poincl: tant de bien aux hommes, qu'il ne faille, par
la congnoissance du contraire, a eulx donner cruelle mort et a vous une
triste vie" (83; "I advise you to take Floride's virtue as an example but to
diminish her cruelty somewhat, and never to _believe such good of men, so
that you not, when you discover the contrary, give them a cruel death and
yourself a miserable life"). Floride's mistake was not her close guarding of
her virtue - indeed her virtue is exemplary; she is faulted for believing too
much good about men, for not recognizing their necessarily fallen condition. It was her disillusionment that led her to treat Amadour and herself so
harshly. When she recognizes the imperfection of all men, it kills all love in
her: "Puisque je n' ay trouve au cueur que je ss;avois le plus vertueux du
monde le bien que je desirois, je ne croiray poincl: qu'il soit en nul homme"
(80-81; "since I did not find the good that I desired in the heart I knew to
be the most virtuous in the world, I will not believe that it is in any man").
That religious ethics are taken seriously in the Heptameron is further
underscored by the attitudes expressed by virtually all the "devisahts" toward
the clergy who profane their office and the holy sacraments of the Church.
Boccaccio, on the other hand, has a few stories where the evil of the clergy
is presented as amusing, involving the intelligent manipulation of fools
who put their trust in them. 39 I have already discussed how, in a case involving a clearly blasphemous action (in the first story of the first day),
Boccaccio fails to take an ethical stance through his narrator with regard to
the blasphemous mockery of one of the Christian sacraments. A similarly
blasphemous action is the subject of one of the Heptameron' s stories, but here
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it is condemned in no uncertain terms. In the fifty-sixth novella, Hircan
relates the story of a monk who pretends to be a rich nobleman and marries
a young lady. Hircan condemns the action and concludes that the monk's
wickedness was "!'occasion de faire tant de maux" ("the opportunity to
work so much evil"). Saffredent objects to this interpretation and claims
that no harm was done and that indeed the young girl is better off since she
will be allowed to have two husbands. Oisille is quick to condemn his
views: "Vous avez tousjours les plus faulses opinions, dist Oisille" ("You
always have the falsest opinions"), and her view is echoed by the other
"devisants." Oisille insists that the correct ethical interpretation is known
by all present: "Voyla une mauvaise parolle, dist Oisille, car il n'y a nul icy
qui ne sc;:ache bien le contraire de vostre dire" (351; "Here is evil speech,"
Oisille said, "for everyone here knows that the truth is the opposite of what
you say"). Oisille's assertion that women are more virtuous and trusting
than men is seconded even by Simontault, who gives the story an interpretation that shows the danger of trusting in the virtue of humans, given their
fallen condition: "Et voyla pourquoy, dist Simontault, elles trouvent souvent
des diables, principallement celles qui, ne se confians en la grace de Dieu,
cuydent, par leur hon sens ou celluy d' autruy, povoir trouver en ce monde
quelque felicite qui n'est donnee ny ne peut venir que de Dieu" (352; "And
that is why," Simontault said, "they often find devils, principally those
who, not trusting themselves to the grace of God, believe that, through
their own good sense or that of another, they can find in this world some
happiness which is only given and which can only come from God"). The
story is exemplary in that it demonstrates what is to be avoided, how believing in the virtue of a fallen man can lead to disastrous results. The
Heptameron is vocal and sure in its condemnation of blasphemous actions
and clergy who wickedly manipulate the trusting, simple Christians.
The uncertainties and trials of existence, exemplified in the novellas,
can be in some cases avoided with the Christian pessimism that comes with
the realization of man's fallen condition. And if they cannot be avoided,
they can at least be endured more easily. In the prologue frame-narrative,
Oisille states this principle as it applies to her own life. She tells the other
"devisants" that the contemplation of her faith in Christ gives her an unearthly joy, "Et ce contentement la que je en ay me faicl: tant de bien que
tous les maulx qui le jour me peuvent advenir me semblent estre
benedicl:ions, veu que j' ay en mon cueur par foy Celluy qui les a portez
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pour moy" (7; "And my joy does me so much good that all of the evils able
to afflict me during the day seem to me to be blessings, since I have, through
faith, Him in my heart who has carried these afflictions for me"). Thus, the
Christian pessimism is in one respect, optimistic, for it holds out the prospect
that the time will come, after this life, when all desires will be satisfied in
God. In the nineteenth story, Poline and her lover, who was taken from
her by the marquise, whom she serves, retire to monasteries. She explains
her reasons for her actions to the marquise: "Poline luy feit responce, que,
si elle avoit eu puissance de luy oster ung mary de chair, l'homme du monde
qu' elle avoit le plus ayme, elle s' en debvoit contanter, sans chercher de la
voulloir separer de Celluy qui estoit immortel et invisible, car il n' estoit pas
en sa puissance ni de toutes les creatures du monde" (150; Poline responded
that if she had possessed the power to take a husband of flesh from her, the
man in the world whom she had loved the most, she must content herself
with this, without attempting to separate her from Him who was immortal
and invisible, for this was neither in her power, nor in the power of any
creature on earth). Poline is able to endure the frustration of earthly love by
recognizing the transitory nature of the earth and the hope of finding solace
in God.
This Christian pessimism, the ethic of a total and complete trust in
God with a distrust of all things human, ultimately emerges as the ethic of
the Heptameron . .A5 I have argued previously, virtually every novella can be
interpreted as being exemplary in that it reveals the fallibility of human
understanding and human actions. Nevertheless, the ethic of Christian
pessimism is stated most explicitly in the seventieth novella. When she
introduces the story, Oisille tells the "devisants" that the story will be
concerned with how improper love turns human beings into beasts:
"Yous me faicl:es souvenir d'une dame belle et bien maryee, qui, par faulte
de vivre de ceste honneste amitye, devint plus charnelle que les pourceaulx
et plus cruelle que les lyons" (400; "You remind me of a beautiful and wellmarried lady who, because she did not honor this honest love, became
more carnal than swine and more cruel than lions"). The "beast" that Oisille
mentions no doubt refers to the evil duchess whose immoderate lust results
in the death of a virtuous lady and her lover, the young courtier whom the
duchess desires. Nevertheless, at the end of the story, through what we
should call an internal interpretation, even the more virtuous love of
Madame du Vergier is seen to be too trustful of worldly things and thus
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deficient. Immediately following the Duchess's remarks that reveal her
knowledge about Madame du Vergier's love affair, the distraught Madame
du Vergier finds an empty room and bewails her fate. In a lengthy soliloquy,
which is overheard and then reported by a servant, Madame du Vergier
interprets her own story. She sees herself as a woman who foolishly put her
complete trust in a man when she should have loved God above all else:
Helas! ma pauvre ame, qui, par trop avoir adore la creature,
avez oblie le Createur, il faut retourner entre les mains de Celluy
duquel l' amour vaine vous avoit ravie. Prenez confiance, mon
ame, de le trouver meilleur pere que n' avez trouve amy celluy
pour lequel l'avez souvent oblye. 0 mon Dieu, mon createur,
qui estes le vray et parfaicl: amour, [ ... ] je suplye vostre misericorde de recepvoir l' ame et l' esperit de celle qui se repent avoir
failly avostre premier et tres juste commandement. (414) 40
Madame du Vergier' s internal interpretation of her own story reinforces
the general ethical view of the Heptameron. When her lover discovers that
she has died for grief on learning of his unfaithfulness, he too interprets his
own actions: he has been fickle, changing, and unworthy. In his lament he
recognizes that his fallen condition is a result of his humanity: "O mon
Dieu! pourquoy me creastes-vous homme, aiant l' amour si legiere et cueur
tant ignorant? Pourquoy ne me creastes-vous le petit chien qui a fidellement
servy sa maistresse?" (416; "O my God! Why did you create me a man, with
such light loves and such an ignorant heart? Why did you not make me her
small dog, who faithfully served his mistress?") Oisille ends the story with
an injunction to her listeners: "11 me semble que vous debvez tirer exemple
de cecy, pour vous garder de mecl:re vostre affecl:ion aux hommes, car,
quelque honneste ou vertueuse qu'elle soyt, elle a tousjours ala fin quelque
mauvays desboire" (418; "It seems to me that you should take this as an
example and not place your affection in men, for, however honest or virtuous the affection is, it always leads to an unhappy end"). The ethic that
Oisille here states explicitly is the ethic of the Heptameron.
Since Marguerite left the Heptameron unfinished, it is difficult to judge
the work as a whole. Nevertheless, as A. J. Krailsheimer has argued, the
religious ethic of the Heptameron becomes clearer as the work progresses. 41
It therefore seems likely that the stories would have become even more
explicit in their support of an ethic that is characterized by a Christian
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pessimism and an absolute trust in God. Faced with the indeterminacy
inherent in the novella, Marguerite created a frame-narrative that emphasized the mercy of God and the depravity of man. The uncertainty and the
ambiguity of the individual novella could thus be used for ethical ends - to
demonstrate the lack of human understanding, the · foolishness of those
who seek love and truth only within the transitory, fallen world of human
existence. Jauss observes that the "novella does not inquire into the meaning of history. " 42 Marguerite, however, accepts that restriction only for each
individual novella; she uses the novella collection as a whole to suggest that
history, seen through its numerous, small, societal events, is a record of
man's fallen condition.
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to remove esteem and confidence placed in human creatures by showing the miseries to which they are subjected, so that our hope may rest and rely on Him who
alone is perfect and without whom every man is but imperfection."
38. She became a nun in the convent ofJesus, taking Him for a husband and lover
who had delivered her from the violent love of Amadour and the trial of her
husband's companionship. Thus, she turned all her desires to the love of God so
perfectly, that, after having lived as a nun for a long time, she commended her soul
to God with a joy such as that a bride has to meet her bridegroom.
39. See day 3, stories 4 and 5; day 4, story 2; and day 6, story IO.
40. "Alas! my pour soul. You adored too much the creature and so forgot the
Creator. You must return to the hands of Him who took you from vain love. Take
courage my soul that you will find Him a better father than your friend has proved
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a lover, for whom you often forgot Him. 0 my God, my creator, who are the true
and perfect love ... I pray that your mercy will receive the soul and spirit of a
woman who repents of failing your first and very just commandment."
41. A. J. Krailsheimer, "The Heptameron Reconsidered," in The French Renaissance and Its Heritage (London: Methuen, 1968), 75-92.
42. Jauss, 85.
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An Airborne Rescuer from the North in El Paso:
"Ruggiero" or "Perseus"? "Hippogriff'' or "Horse"?
by

John F. Moffitt
New Mexico State University

I. A QUESTION OF PROCEDURE

art historians weigh evidence according to
certain established or traditional procedures. It is a dogma of our discipline
that one of the primary tasks confronting the art historian is that of determining authorship; by so doing, we establish a more or less likely date of
execution for a work. Having done this, then (if not before) the art historian should certainly attempt to identify correctly a picture's subject matter
and, if possible, establish the nature of its sources, either textual or iconographic. Things have changed since the long-gone days when it was sufficient
that the art historian be merely a sensitive connoisseur wholly devoted to
ferreting out certain stylistic peculiarities. The current generation of art
historians are the products oflabored Ph.D. programs; therefore, we fancy
ourselves scholars. The result is that we are increasingly interested in matters iconographic, and these interests naturally lead us toward certain
iconological considerations.
Iconology involves us in historical study and analysis of the evolution
of ways of pictorially telling stories; it demands a thorough knowledge of
standard literary conventions and specific textual sources. Therefore, as
commonly practiced, the order of questions posed by the present-day art
historian-scholar placed before an obscure or undocumented work proceeds
LIKE POLICE DETECTIVES,
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as follows: (1) the tentative assignment of authorship, (2) the nearly automatic determination of a time and a place of execution, (3) the entertaining
of certain conclusions as to likely subject matter and its implications.
I would like to present an odd example of these procedures by discussing
an accepted - nevertheless, quite impossible because it is dearly posthumous
- authorial attribution that has arisen largely due to an overlooked instance
of confused iconographical borrowing. In this case, I shall first examine the
possible subject matter of the painting, which is apparently Italian in origin,
by pursuing the matter of its nearest compositional equivalents. In this
case, the purpose of the procedure is to expose an overlooked case of
nonauthorship, leading in turn to other cogent suggestions for a more likely
author, with results additionally pointing to the probability of a very different
dating for the painting. I shall dose the case with some general observations
about the implications of the wo_rking relationships between Italian painters
and northern prints.
II. THE CASE IN POINT AND A QUESTION OF PROCEDURE BY CONSENSUS

The object of my pursuit is a painting from the Kress Collection currently held by the El Paso, Texas, Museum of Art (fig. 1). 1 Unsigned, undated, and untitled, this picture is painted in oils on a small wooden panel
measuring only 43 x 34.4 cm. Its provenance is rather obscure, and all that
is certainly known of the painting is that it turned up in the late nineteenth
century in a private collection in Ferrara, Italy. It was acquired by the Kress
Collection in 1939 and first publicly exhibited in 1945 at the National Gallery in Washington, D.C. For want of sixteenth-century documentation,
all that can be known about the possible intrinsic significance of this panel
is what can be seen today, and even the art historian's professionally trained
eye can ascertain only (as a near fact) that this is a painting belonging to
that vague art historical entity called international mannerism. The bare
result is that the work is generally European and that it may date anywhere
from ca. 1550 to 1620. This initial noncondusion is supported by one of the
expert written opinions kept in the Kress Archives:
So little is recorded of the sketchy surface that it is difficult to
identify the brushwork. The most evident tricks of style are a
flitting, but not rapid, small stroke combined with much blotting of the wet pigment - a trick which appears in other pictures
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of various attributions and which is possibly not significant.
. . . The influence of Dosso [Dossi] is evident in the subject
matter, but not in technique. The x-ray evidence is too slight
for a definite attribution. 2
Notwithstanding this carefully considered opinion of stubborn anonymity, the El Paso panel is presently (and authoritatively) attributed to
Girolamo Sellari da Carpi (Carpi, 1501-Ferrara, 1556). Although this conclusion has since been disputed by a couple of scholars (namely, Frederick
Antal in 1948 and, later, Roberto Longhi), the current attribution to
Girolamo da Carpi still represents the accepted one. The present-day authorial status is mainly due to the "facts" contained in certain opinions pronounced as long ago as 1939/40, as presented by a panel of internationally
ranked experts. This committee consisted of six connoisseurs (now deceased).
Those supporting the Carpi attribution included Giuseppe Fiocco, F. Mason
Perkins, William E. Suida, and Longhi. 3 The two dissenters were, however,
perhaps even more impressive - Bernard Berenson and Adolfo Venturi but they thought only that the El Paso panel was the work of Lelio Orsi
(15n-87). 4 As far as I can tell, the committee members never collectively
met face-to-face. Worse, it appears that some (but probably not all) of these
experts had never studied this work firsthand. Some, if not all, of the opinions kept in the archives of the Kress Foundation were exclusively based on
the analysis of photographs. Even worse, these photographs were black-andwhite glossies - definitely not color prints or transparencies (now common
aids, these were rare in 1940). Whether the piece by Orsi or by Girolamo
(and I would say neither), the arguments of these world-renowned experts
were all sound, at least according to the conventions of connoisseurship in
their time - half a century ago!

As far as I can tell, no one has since bothered to question in any serious
or searching way the cumulative weight of those authoritative evaluations
laid down fifty years before in regards to the admittedly obscure El Paso
picture. Theirs was a problem of procedure that has since become largely
obsolete. A widely dispersed and geographically centrifugal entity like the
Kress Collection is now largely an artifact of the past. This kind of artistic
conglomerate has become largely extinct due to restrictive tax laws and
because of changing patterns of taste, now favoring less-omnivorous and
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less-eclectic patterns of collecting. For the purposes of our larger concerns
- the traditions of evidential procedures - it may be pointed out that all
those scholars exemplified the great age of connoisseurship. Belonging to
what might be called the "preiconological" age, they mainly asked Who
did it? Since subject matter meant much less to them than it does for the
next generation of art historians (the Ph.D.-holding scholars), the connoisseurs did not perhaps consider as deeply that other question, of at least as
much consequence, What does the picture really represent? My case study
reveals the manner in which pure connoisseurship can occasionally trip
over its own blinkered ignorance of humanist literature. In this particular
case, the three other procedural problems specifically to be attached to the
El Paso panel can be called (1) connoisseurship by committee, (2) connoisseurship by photograph, (3) connoisseurship by (in one case, transAtlantic) mail.

Besides briefly noting the stylistic traits they thought were generally
attributable to Girolamo da Carpi's obscurely documented oeuvre, some
of the half-dozen experts hired by the Kress Foundation had also remarked
upon another factor, even more nebulous than that of "style." This other
element is the "spirit" of the picture. Thus, particular mention was made of
the "premonitions of romanticism" and the "humorous, melodramatic
implications" in the El Paso panel. These are, of course, wholly subjectively
perceived traits. Nevertheless, it was felt that these numinous factors added
a certain, strictly geographically predetermined character to the panel,
namely, "the spirit of the picture that would have been more at home in
Ferrara than anywhere else in sixteenth-century Italy." 5 The background of
that enthusiastic endorsement is easily ascertained: since the picture turned
up in Ferrara (a fact), it is logically assumed to have been painted in the
same place centuries before (a nonfact). Moreover, by this self-propelled
line of reasoning - "painted in Ferrara" - the initial Girolamo da Carpi
hypothesis naturally leads to the equally hypothetical idea of an immediate
Ferrarese cultural source. Due to the completely unfounded environmental supposition, a three-part formula inexorably evolves: (1) picture by a
Ferrarese artist = (2) ambience of Ferrara = (3) Ferrarese-authored narrative. The inevitable result is signaled in the statement published in the
catalog of the El Paso Museum of Art:
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In Ferrara, and in honor of the Este house of Ferrara, [Ludovico]
Ariosto had written his Orlando furioso, a delightful parody on
medieval chivalry [therefore quod erat demonstrandum] the
subject of our painting comes from that poem [and, again
therefore, specifically it depicts the subject of] "Ruggiero saving
Angelica from the Sea-Monster." 6
III. THE STORY OF RUGGIERO AND ANGELICA

The particular story cited as representing this picture's textual fans et origo
is found in Ariosto's Orlando furioso (rn.93-112), first published in 1516.7 In
many ways, Ariosto's dramatic vignette does unquestionably appear to
correspond to the narrative elements seen in this painting. As was fancifully told by Ariosto, Angelica, the ravishing daughter of the great khan of
Cathay, was chained to a rock by the seashore in the Outer Hebrides. Here
she is about to be attacked by a hideous sea monster, the ore:
That very morning she'd been brought and bound
To where the ore would swallow her alive.
Such giant monsters in those seas abound
And on such monstrous diet seem to thrive.

After introducing his dread ore - avant la Lettre, another Scottish Loch
Ness Monster -Ariosto now draws up a piquant picture of the gorgeously
undraped and forlornly abandoned damsel:
The harsh, inhospitable islanders
Exposed the lovely maiden on the strand.
So absolute a nakedness was hers,
She might have issued them from Nature's hand.
No veil or filmiest of gossamers
Had she to hide her lily whiteness and
Her blushing roses, which ne'er fade nor die,
But in December bloom as in July.

Ruggiero, a brave son of the king of Reggio, swiftly flies to her rescue,
mounted on another fabulous monster, the "hippogriff," which according
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to Ariosto was the hybrid progeny of a griffin and a horse. Whereas it had
an equine body - as well as eaglelike wings and the head and claws of the
griffin - it lacked the griffin's leonine body and hinder parts. Ruggiero's
flying mount was earlier described by the Italian poet as follows:
His horse was not a fiction, but instead
The offspring of a griffin and a mare.
Its plumage, forefeet, muzzle, wings and head
Like those of its paternal parent were.
The rest was from its dam inherited.
It's called a hippogriff. Such beasts, though rare,
In the Rhiphaean mountains, far beyond
The icy water of the North, are found.
(2.18)
Ruggiero first dazzles the marine dragon with his refulgent shield. The
monster thus distracted, the hippogriff-mounted hero then places a magic
ring on the maid's hand to protect her and undoes her bounds. Freed, she
mounts behind him on the hippogriff and away they fly into the heavens:
Leaving the ore unslain, Ruggiero set her free.
The hippogriff, responding to the spur,
Braces its hooves and rises in the air;
Away Ruggiero's pillion carries her,
Depriving thus the monster of its fare.
It was, indeed, no fitting connoisseur
For this bonne bouche, so delicate and rare.
He looks behind and thinks he can surmise
A thousand kisses promised in her eyes.
(10.112)
IV. A PROBLEM OF CHRONOLOGY - AND ANOTHER OF COMMON SENSE

For fifty years there has seemed no problem with the Girolamo
da Carpi authorship of a picture in El Paso of "Ruggiero and Angelica" that is, until one takes into serious consideration two entirely different
factors. The first is a fact of the paucity of known illustrations of the story
that was later known as Ruggiero and Angelica. 8 In short, lacking evidence
to the contrary - mainly due to the fact that the picture bears no such
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inscription - why should a modern scholar opt for what turns out to be an
extremely rare subject at that time? The answer is (that is, if you have not
looked for any other representations of Roger and Angelica from that
period) that Carpi was the artist who painted the El Paso panel, and that he
lived in Ferrara, and that Ariosto, the author of the story, certainly was a
cultural hero in Ferrara. 2!:f:od est demonstrandum. The second problem is
iconographical - but also chronological, and thus wholly factual - and this
other factor has never before been taken into consideration in the matter of
the El Paso panel.

As any serious student of Renaissance art knows, artists called upon to
illustrate fanciful stories, for instance, that of Roger and Angelica, commonly turned to previous illustrations of similarly fanciful tales for their
pictorial inspiration. After all, which painter has ever seen an ore? In this
case (as a representative of many others), one ought to suppose that the
author of the El Paso panel most likely looked for a pictorial precedent. As
I would suggest, he found his inspiration in a specific print by Bernard
Salomon (ca. 1508-61; fig. 2). This woodcut reportedly came on the market
in 1557. If this is so, then obviously Girolamo da Carpi cannot possibly be
the author of the El Paso panel as he had died the year before the appearance of this print. The striking compositional resemblances between the El
Paso painting and Salomon's print include the following factors: (1) the pose
and placement of the energetic figure of the diving rescuer in the upper
left-hand corner of the picture, (2) the motif of the terrified and unclothed
maiden, tied to the craggy rocks on the right side of the composition, (3) the
arrangement of the architectural and landscape elements, functioning like
repoussoirs, (4) the most important (meaning unique) feature of all these the sea-borne dragon - endowed with the same kind of twisted pose and
bizarre anatomical details as those seen in the painting in question.1Z_,E.D:
the El Paso panel was based on Salomon's print.
V. A PRINT OF PERSEUS AND ANDROMEDA

Now comes the anomalous factor. In the case of Salomon's print there
is absolutely no question at all regarding its conventional literary subject
matter: Perseus and Andromeda. Salomon's print was one of 178 woodcuts
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he designed to illustrate Les Metamorphoses d'Ovide, published in Lyon in
1557 by Jan de Tournes.9 In this case, the major point to be made is not so
much whether Salomon's print was the print that was put before the still
unnamed El Paso Master - although this certainly seems the case. What
interests us instead is the nature of the subject matter of our painting in
El Paso. In short, whereas Ariosto was but rarely illustrated at this time,
Ovid certainly was, and in great quantity. 10 Salomon was, however, probably the first Renaissance printmaker to illustrate the scene drawn from
Ovid of Aridromeda's rescue by the fleet Perseus. His image became authoritative in its own right, and it was, therefore, later adapted by another notable Netherlandish printmaker, Crispijn van de Passe, who illustrated the
Metamorphoseon . .. Ovidianarum (Cologne, 1602) with 134 copper plates.
Included among these engravings was the nearly inevitable illustration of
the dramatic and fabulous subject of Perseus and Aridromeda (fig. 3). 11
Whether the motif now recognized to appear in the El Paso panel had
indeed been "invented" by Salomon himself, or perhaps by any of his other
later followers, it now seems unquestionable that the El Paso Master had
made a close study of one (or more) of those numerous northern prints
that illustrate the wholly Ovidian theme of Perseus and Aridromeda and
that range in date between 1557 and 1606.
VI. OVID INADVERTENTLY RENDERS AN OPINION ON THE EL PASO PANEL

On the one hand, given the compositional factors inherent to these
two graphic prototypes and, additionally, the known dates of their respective publication, it is obvious that the El Paso picture cannot be by Carpi;
more likely, it was executed some fifty years after his death. On the other
hand, given the unmistakable - Ovidian vs. Ariostan - derivation of the
printed source materials, what then is the subject of the El Paso picture?
Whatever its_narrative basis may be, what follows certainly makes it clear
that Ariosto had himself also drawn upon the ubiquitous and decidedly
prestigious Ovidian source materials. According to Ovid (Metamorphoses
4.665-739) , Aridromeda, an Ethiopian princess, was chained to a rock by
the seashore to serve as a sacrifice to a hideous marine, "menacing monster." 12
According to the Latin source, the hero Perseus was flying overhead and
chanced upon the forlorn damsel. However, as Ovid clearly specifies
Perseus had made himself airborne without the aid of any adjunct steed:

86

AIRBORNE RESCUER

"The hero took up his wings again, and bound them to either foot ... and
with the motion of his winged sandals, he cut his way through to the dear
air." This, the autonomous Ovidian aviator motif (avant la Lettre), was a
significant iconographical detail that was only to be visually corrected or
restored in 1602 by Crispijn van de Passe (fig. 3). Previously, as in Salomon's
print of 1557 (fig. 2), the Ovidian hero was "incorrectly" (that is, according
to the classical fans et origo) shown to be mounted upon a Pegasus-like steed.
As told by Ovid, the orbiting and decidedly horseless Perseus saw the
nude and bound Andromeda on the seashore below him:
Her arms chained to the hard rock, he would have taken for a
marble statue had not the light breeze stirred her hair, and warm
tears streamed from her eyes. Without realizing it, he fell in
love... . Before she had finished [calling to him], the waters
roared and from the ocean wastes there came a menacing monster, its breast covering the waves far and wide. The girl screamed.
. . . The monster came on, parting the waves with the impact
of its breast.... Then Perseus flew downwards [and] attacked
the monster's back and, to the sound of its bellowing, buried
his sword up to its hilt in the beast's right shoulder.... The
hero, on his swift wings, avoided the greedily snapping jaws,
and dealt blows with his curved sword. . . . The girl stepped
down, freed from her bonds.
VII. THE ICONOGRAPHIC PARADOX OF THE EL PASO PANEL

Notwithstanding the now apparent fact of two unmistakably Ovidian
pictorial prototypes, a comparative reading of the two texts by Ariosto and
Ovid makes it nevertheless quite dear that the subject matter of the El Paso
picture must indeed represent Ariosto's vignette of Ruggiero rescuing Angelica. How can this be? The key motif by which to establish the proper
textual source is the hippogriff. As is dearly shown in the El Paso picture,
Ruggiero's magic steed has an eagle's curved beak set into its face and,
additionally, aquiline talons on its forefeet. In the event, it is still quite
ironic - but nevertheless now easily understood - that the El Paso Master
had most likely based the (reverse) pose of Ruggiero's hippogriff upon the
arrangement of the Ovidian airborne rider and his textually quite anomalous horse - just as these odd elements were portrayed in Salomon's print
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Perseus Rescuing Andromeda (fig. 2). One's overall conclusion is that dramati-

cally rendered prints probably carry much more weight with painters than
does the printed word. As is also to be expected, Ariosto knew his Ovid;
additionally, he felt no compunctions whatsoever in borrowing one of the
more dramatic episodes that he had perused in the Metamorphoses, subsequently redoing the marine scene of the maiden's rescue by the airborne
hero in his own, peculiarly pictorial, kind of poetry.
VIII. ANOTHER FLYING HIPPOGRIFF TO THE RESCUE

Once again the influence of the two prints by Salomon and van de
Passe can be demonstrated to have operated upon yet another painter. In
this case the artist is Italian and named, and - unlike the El Paso Master he faithfully adhered to the letter of the Ovidian subject matter, such as
this was once again passed on to him through the means of now identifiable
Netherlandish graphic models (fig. 4). As is now believed, ca. 1593 Giuseppe
Cesari, ii Cavaliere d'Arpino (1568-1640), executed a small panel painting
(65.5 x 51.5 cm.; Museum of Art, Providence, Rhode Island) entitled Perseus
Rescuing Andromeda. 13 Whatever its real date (and I suspect it is near to
1610), 14 this is yet another picture apparently based upon Salomon's archetypal print of 1557 (fig. 2) . This observation would conveniently explain the
unintentionally misunderstood nature of the flying hybrid vehicle of
Andromeda's heroic savior in d'Arpino's picture. In that case, van de Passe's
more textually correct depiction of the airborne rescuer, showing the steadfast
but steedless Perseus with winged sandals, had probably not yet been
published. Lacking that other, more humanistically correct, graphic prototype, d'Arpino drew upon the still unimpeached authority of Salomon's
more dramatic rendering of the hero - even though this print clearly departed
from the strict letter of Ovid's text. Thus there was perpetrated a certain
airborne error, initiated by Salomon in 1557, chat was still given credence
some fifty years after its initial appearance.
IX. WHO PAINTED THE EL PASO PANEL?

Even though about fifty years ago Longhi had chosen to change his
mind, ascribing the El Paso panel to d'Arpino, this credible identification
still has not found much favor in West Texas. 15 D'Arpino, the last great
painter of the international mannerist movement, was, in any event,
mainly supported by Roman patronage; accordingly, he had no apparent
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connections with courtly circles in Ferrara. Nevertheless, as much as in
style as in subject matter, clearly the picture in El Paso is very much like the
picture by d'Arpino in Providence (fig. 4). Longhi's arguments have been
easily ignored, probably in part because they were not bolstered by the
iconographic discoveries presented here, showing the mutual dependence
of both the El Paso and the late Providence panels upon certain widely
circulated prints from the later sixteenth century illustrating Ovid's
Metamorphoses. Also, Longhi obviously did not have available these arguments showing that, although the two compositions by d'Arpino came from
the same print sources, the.Italian painter had cleverly adapted these to his
own ends. In one instance, the El Paso panel, the painter seized upon the
unusual story of Ruggiero and Angelica, whereas in the other painting in
Providence, he sticks much more faithfully to the original graphic model,
Perseus and Andromeda. As we now understand, the slightly smaller picture in Texas by d'Arpino had employed Ovid's menacing marine monster
as a model for Ariosto's ferocious ore, a creature that had evidently never
before been depicted in a painting. If this iconographic observation is correct, then the El Paso panel is of much greater art historical significance
than has been recognized. However that may be, since the ore in the El
Paso panel and its horrific companion, "a. menacing monster, its breast
covering the waves," in the Providence picture are near twins, I believe that
the proof of d'Arpino' s authorship of the former seems adequately demonstrated, a conclusion further bolstered by our (merely) "srylistic" examination of the picture in El Paso.

It appears there was yet a third Ovidian print that may have also contributed to d'Arpino's unprecedented depiction of Ruggiero and Angelica
in the El Paso panel (fig. 5). Although this other print issued from one of
the many northern European presses, its author was an Italian, Antonio
Tempesta. His depiction of Perseus and Andromeda was one of the 150
plates that comprised the Metamorphoseon .. . Ovidianarum (Amsterdam,
1606), perhaps the most famous of the Ovidian iconologies; as such, this
picture book has been repeatedly cited by art historians as representing a
significant iconographical influence on many important baroque painters.
Perhaps to show his independence from van de Passe' s illustrations, appearing in an album of the same name that was published only four years
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earlier, Tempesta reverted to the persistent airborne error, the winged steed
of Perseus, inaugurated in 1557 by Salomon. If, as seems likely, d'Arpino
drew upon this other source - Tempesta' s Perseus and Andromeda- for the
El Paso panel, then this picture must be now dated after 1606. Nevertheless, d 'Arpino appears to have also consulted van de Passe's print of 1602,
correctly showing Perseus without the horse (fig. 3), since d'Arpino's panel
has the same kind of craggy backdrop behind Angelica as the one that
shelters Andromeda in the Dutchman's engraving, whereas the rocky wall
behind Andromeda in the Providence panel seems to come from Salomon's
Urbild Furthermore, the pose of Tempesta' s Andromeda - left arm chained
and uplifted, the right warding off the ore - is probably the source of
Angelica's expectant attitude in the El Paso panel.1 6
X. CONCLUSIONS REGARDING THE VALUE OF INCONCLUSIVE EVIDENCE

Regardless of the authorship of the El Paso panel - certainly not
Girolamo da Carpi, and most likely il Cavaliere d'Arpino - this brief excursus
on print-derived hippogriffs and ores serves to throw into relief a larger
anomaly that allows for some valuable insights about the actual mechanics
oflater Renaissance visual culture. In certain cases (and many more like the
present need to be examined in detail in the future), when an Italian painter
wished to illustrate an exotic or somewhat obscure literary subject, he evidently would by preference have turned to a trans-Alpine graphic prototype. This should seem curious as, obviously, one would have expected the
Italian artists to have been the visual definers during the Renaissance of
canonic classical and postclassical texts. All the evidence however indicates
that this was certainly not the case. What we have just witnessed by means
of this, iconographer vs. connoisseur, type of exercise is a good example of
just how actual physical proof overthrows the presumptions engendered by
untested logic. We have looked at a pair of very similar passages from two
famous authors, one Latin and the other Italian, both in their different
ways the cornerstones of humanist literature in the cinquecento. We have
seen how their works were illustrated - in every case as based upon the
models created by printmakers in the north, and those artists were of course
geographically distant from the wellsprings of Renaissance humanism in
Italy.
Thus the outstanding corpus of dramatically conceived book illustrations that had been produced in great quantity by the technically highly
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advanced printing presses of the north provided the preferred iconographic
models to the late mannerist painters of Italy. These printed images were
obviously regarded as representing standard illustrations of certain key textual passages. Nevertheless, as we have also seen, even though their work
was accepted as setting the canons of scriptural accuracy, it appears that the
creators of these visual standards probably did not always scrupulously read
the texts that they illustrated with such verve and apparent conviction. The
Italian painters evidently were no more familiar with the texts in question
than were the engravers of the north, and so the Italians blithely took those
northern book illustrations "on faith" as accurate representations of what
they purported them to be: strictly textual equivalents. Relieved in this way
of what might be called an ethical obligation to the writers, the Italian
painters saw that their special task was to turn these predigested (and sometimes inaccurately transcribed) literary materials into the readily marketable products of their suave and ingenious painterly art. 17 All this has been
demonstrated by the case of a particular iconographic anomaly, an unsuitably horseborne Perseus flying en lieu of Ariosto's hippogriff.

NOTES

The results of this investigation have been greatly improved by the advice and
criticism of Dr. Albert Blanken, Hooogsteder-Naumann Mercury Foundation,
The Hague, and Dr. Lubomfr Konecny, Institute of Theory and History of Art,
Prague. I am also most grateful to the staff of the El Paso Museum of Art for providing me with copies of all the documentation relating to the painting discussed
here.
I. Fern Rusk Shapley, The Samuel Kress Collection: El Paso Museum ofArt(El Paso,
1961), cat. no. 20.
2. Report by Alan Burroughs of 29 January 1940, Kress Collection Archives.
Curiously, Burroughs entitled the picture St. George and the Dragon. The picture
was cradled, cleaned, and restored in dry color dammar varnish isolator early in
1940. Upon its arrival in El Paso in 1961, the painting received another coat of
Rembrandt varnish.
3. After studying copies of all the reports from the Kress Collection Archives, it
appears to me that the committee's examination of chis picture muse have been
rather a rushed and cursory affair. As it also appears, most of the experts seem to
have deferred to the opinion of Roberto Longhi - and his judgment was made in
Florence in November 1939, and wholly on the basis of an examination of a blackand-white photograph. Since Longhi's judgment of 1939"40 is the opinion that has
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prevailed until the present day, the relevant parts of his statement should be quoted:
"This amazing subject [is] borrowed from the poem of Ariosto [and depicts]
Ruggiero saving Angelica from the sea-monster. [It] is in my opinion a Ferrarese
work of about the middle of the XVI th century [and I] suggest the name of Girolamo
da Carpi as the most probable author." Nevertheless, Longhi was soon to change
his mind about the identity of the most likely creator of the El Paso panel (see
note 15 below) . Curiously, this is a telling observation that is not recorded in the
Kress Archives even though it enhances the (monetary, if not spiritual) value of
their painting. Additionally, both William E. Suida and Giuseppe Fiocco had suggested alternative titles: Perseus LiberatingAndromeda or Andromeda Delivered These
are, as we shall quickly see, more logical choices than the specifically "Ferrarese"
subject of Ruggiero and Angelica.
4. Longhi's statement. Actually, even though he was presumably paid for his
efforts, Bernard Berenson did not really render an opinion and only signed a sheet
of paper bearing the typed title and two artist's names, Girolamo's and Lelio Orsi's.
There are two other variant opinions about the El Paso panel. On the one hand,
the painting had been labeled "Florentine," perhaps the work of Maso da Friano,
by Frederick Antal, "Observations on Girolamo da Carpi," Art Bulletin 30 (1948):
IOI. On the other hand, and even though Suida hewed to the Girolamo da Carpi
attribution, much closer to the mark was his handwritten statement, dared April
1940, in the Kress Archives: "This composition is a prophecy oflarer versions painted
by the Cavalier d'Arpino." Longhi later came to hold a similar opinion. For the
Cavaliere d'Arpino attribution, which I now strongly favor (following Longhi's
pentimento), see notes 13- 15 below.
5. Shapley, car. no. 20.
·
6. Ibid. As we saw however (in note 3), two committee members - Suida and
Fiocco - had proposed more reasonable, and non-Ferrarese, titles: Perseus Liberating Andromeda and Andromeda Delivered [by Perseus] . In this case, the argument
is focused upon a purely literary question of procedure: Was the subject of the
painting derived from a classical or a Renaissance text? As it turns out, the question
of procedure - subject matter over stylistic handling - gets to the heart of the way
that Renaissance (vs. modern) connoisseurs inevitably evaluated artworks. On this
matter of sixteenth-century procedure (a point consistently ignored by most modern art critics), see Svetlana Leontief Alpers, "Ekphrasis and Aesthetic Attitudes in
Vasari's Lives," Journal ofthe Warburg and Courtauld Institutes 23 (1960): 190-215.
7. My citations are taken from an elegant translation in verse: Barbara Reynolds,
ed., Orlando Furioso (The Frenzy ofOrlando): A Romantic Epic by Ludovico Ariosto
(Harmondsworth: Penguin, 1975). For the cultural background of chis neoepic
poem, see D . Kremers, Der "Rasende Roland" des Ludovico Ariosto: Aujbau und
Weltbild (Stuttgart: W. Kohlhammer, 1973).
8. There is, for instance, no mention of the subject of Ruggiero and Angelica in
the standard listing of Renaissance artistic subject matter, even though another
subject by Ariosto, Medoro and Angelica, does appear there; see Andor Pigler,
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Barockthemen. Eine Auswahl von Verzeichnissen zur Ikonographie des I7. und I8.
Jahrhunderts (Budapest: Verlag der Ungarischen Academie der Wissenschaften,
1956), 2:444-45. For the scarce traces of this literary subject in art, see R. W. Lee,

"Roger and Angelica in Sixteenth-Century Art: Some Facts and Hypotheses," in
Studies in Late Medieval and Renaissance Painting in Honor ofMillard Meiss (New
York: New York University Press, 1977), 302-19, citing an illustrated publication
of the epic poem - in which the earliest known pictures of the text had appeared 0rlantUJ farioso di M Lodovico Ariosto, omato di variefigure (Venice, 1549). New book
illustrations appeared slightly later: Orlando furioso di Lodovico Ariosto, tutto ricorretto
et di nuove figure adomato (Venice, 1562). Although the subject "Roger and Angelica'' was nearly nonexistent in sixteenth- and seventeenth-century painting, it
became rather popular later, particularly in the nineteenth century (especially as
seen in paintings and prints by Ingres and Dore); see J. V. Svanberg, "Roger ock
Angelica - ett Ariosto-motiv i konsten," in Studier i kinstvetenskap tilliignade Brita
Linde (Stockholm, 1985), 181-92.
9. M. D. Henkel, "Illustrierte Ausgaben von Ovids Metamorphosen im XV.,
XVI. und XVII. Jahrhunderts," Vortriige der Bibliothek Warburg6-7 (1926/27) , 58144 (Salomon's print, Abb. 56, is discussed on pages 75-77, n7). For more on the
illustrated Ovids, see Georges Duplessis," Essai bibliographique sur !es differentes
editions des reuvres d'Ovide omees de planches publiees aux XVe et XVle siecles (Paris:
Techener, 1889); A. Geerebaert, Lijst van de gedrukte nederlandsche vertalingen der
oude grieksche en latijnsche schrijvers (Ghent: Samenwerkende maatschaappij
"Volksdrukkerij," 1924).
10. For instance, Pigler, 2:22-26, "Die Befreiung der Andromeda," lists over 140
depictions of this episode. For later depictions (with however no mention of print
sources), see V. Perez Guillen, "Del barroco calderoniano a la sacralizacion rococo:
Perseo y Andromeda," Goya: Revista de arte 18r88 (1985): 90-96.
11. For van de Passe's Perseus and Andromeda, see Henkel, n7-18, Abb. 57. Even
though the inscription of this print states that the artist had based his composition
on a print by Martin de Vos, Henkel remarks that "der aber seinerseits wieder
[Bernard] Salomon kopiert." After Salomon's print, another important artistic
precedent was Titian's famous canvas in the Wallace Collection, London, particularly as known from Fontana's print of 1562. For another Salomon-derived composition, see also the painting of Perseus Freeing Andromeda by Jan Thilens (ca. 1610)
in A Selection ofDutch and Flemish Seventeenth-Century Paintings (New York, 1983),
cat. no. 9.
12. My citations of this classic are taken from M. M. Innes, trans., The Metamorphoses of Ovid (Harmondsworth: Penguin, 1955), 121-23.
13. H. Rottgen, II Cavaliere d'Arpino (Rome: De Luca, 1973), cat. no. 10, where the
panel is dated ca. 1592/93.
14. Whereas Rottgen dates the painting ca. 1593, I am inclined to date the work
rather later, ca. 1608. I do so on the basis of its apparent debt to Tempesta' s print
(fig. 5) as seen in the unique Tempesta type of a "beardless ore," adopted here by
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d'Arpino but not seen previously. Since chis is admittedly a minor detail, I will not
belabor the point.
15. Nchough Longhi in 1940 had supported the Girolamo da Carpi attributions
(see note 3 above), he later changed his mind, stating that the El Paso picture was
instead conceived by d'Arpino; see Longhi's guidebook, Amplimenti nell'ojficina
ferrarese (Ferrara, 1956) , 167-68, tav. 389 (this is the second printing of a text first
published in 1941; since the first edition is unavailable to me, I can only assume
chat Longhi's reattribucion of the El Paso picture dates chat early, rather than some
fifteen years later). Perhaps in chis case Longhi followed up on what was only a
suggestion put forth by Suida in 1940 (see note 4 above). Evidencly, Suida had seen
much more of d'Arpino's work than had Longhi. In short, il Cavaliere's kind of
mythological capricci was much more characteristic of his oeuvre than it ever was
of Girolamo da Carpi's.
16. The distinctive arm arrangement of Salomon's pleading Andromeda (as in
fig. 2) may be traced (in reverse) in van de Passe' sprint (fig. 3) and, as well, in Hendrik
Golczius's well-known print, Andromeda (1583: see A Selection . .. , 82, fig. 2), and
in Wcewael's painting in the Louvre, Perse etAndromede(16u; see P. J. J. van Thiel,
"La rehabilitation du manierisme hollandais: Deux tableaux de Comelis van
Haarlem," La revue du Louvre 36 (1986): m-20, fig. 6.
17. The real issue here is the well-known fact of artists' perennial dependence
upon the "schemata of art," which is to say certain preestablished visual formulas.
The foremost student of chis topic is, of course, E. H. Gombrich, who has observed
in his Art and Illusion: A Study in the Psychology ofPictorial Representation (Princeton:
Princeton University Press, [1960], 83) that "an existing representation will always
exert its spell over the artist, even while he strives to record the truth .. .. You
cannot create a faithful image out of nothing. You must have learned the trick, if
only from ocher pictures you have [already] seen." As Gombrich repeatedly shows
in his classic study, prints, rather than paintings, were the pictures "you have seen."
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Fig. r. Giuseppe Cesari, il Cavaliere d'Arpino (formerly attributed to Girolamo da
Carpi, ca. 1555), Ruggiero Rescuing Angelica, ca. 1606-10, Museum of Art, El Paso,

Texas
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Fig. 3. Crispijn van de Passe, Perseus Rescuing Andromeda, from Metamorphoseon
. .. Ovidianarum, Cologne, 1602

Fig. 4. Giuseppe Cesari, il Cavaliere d'Arpino, Perseus Rescuing Andromeda, ca. 1593
(or ca. 1608-10?), Museum of Art, Providence, Rhode Island
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Fig. 5. Antonio Tempesta, Perseus Rescuing Andromeda, from Metamorphoseon . ..
Ovidianarum, Amsterdam, 1606
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The Similar Complementarity of Othello
by

Maurice Hunt
Baylor University

the argument that the principle of complementarity illuminates Othello is nothing new in Shakespeare studies. Over twenty years ago,
Norman Rabkin, using an analogy from modern physics, described
Shakespeare's characters and motifs as composing complementary wholes.
The following excerpt accurately represents his reading of Othello's character: "He is what he is by virtue of what he is not. And what he is not,
what he excludes from himself, rises quickly to the surface in the person of
Iago. Whatever formulations we make about it, each reader senses the intimacy of the relationship between these mighty opposites, the degree to
which they form halves of a personality that neither possesses in full." 1
When critics write about complementary character relationships in Othello,
they almost always focus on Iago and Othello's diabolical association. Frequently they, like Rabkin, regard the relationship as one of antithesis.
Rabkin' s judgment contains a phrase that figures in the tide of a relatively
recent study by Robert Grudin, Mighty Opposites: Shakespeare and Renaissance Contrariety. 2 Might not Iago and Othello's relationship, as usually
described, more precisely be called one of contrariety? 3
Obviously the notion of complementarity has two dimensions; a
counterpart can be alike or different. Two pieces of wood forming a
complementary whole can either be joined on straight edges (in which case
the pieces are alike, mirror images), or a design can be cut out of one so that .
CERTAINLY
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the corresponding piece of wood with the pattern protruding dovetails with
the first piece (in which case they are different). Rabkin's and Grudin's
studies are alternately about both complementarity and contrariety. In this
essay, I wish to be more precise in applying the principle of complementarity
to Othello; thus I employ the phrases similar complementarity and contrary
complementarity to analyze relationships between characters of Othello who
are respectively alike and different. This more finely tuned analysis yields
some surprising similarities between not only Othello and Desdemona but
Iago and Emilia and Desdemona and Bianca as well. A study of Othello
reveals Shakespeare's consistent vision of a similar complementarity, rather
than contrary complementarity, informing the worlds of Venice and Cyprus,
a vision that, once described, highlights some unremarked aspects of individual characterizations making up twinned wholes.
The source of the idea that Othello and Desdemona do not (and cannot)
form a complementary whole is Brabantio and Iago's notion of decorous
nature. In this tragedy, Shakespeare puts in the mouth of his villain the
assumption that nature loves a balance. "If the [beam] of our lives had not
one scale of reason to poise another of sensuality," Iago tells Roderigo, "the
blood and baseness of our natures would conduct us to most prepost' rous
conclusions. But we have reason to cool our raging motions, our carnal
stings, [our] unbitted lusts" (r.3.326-31). 4 No character in the play, however, clearly illustrates the validity of Iago's positivism; the blood of Iago
(his desire for revenge) clouds his reason and sweeps even him to a preposterous conclusion - easy discovery by an unwitting, unreliable accomplice,
Emilia. Nonetheless, it is mainly on grounds of natural decorum that Iago
publicly objects to Othello and Desdemona's marriage. In his view, the
union constitutes a natural aberration:
as (to be bold with you)
Not to affect many proposed matches
Of her own clime, complexion, and degree,
Whereto we see in all things nature tends Foh, one may smell in such, a will most rank,
Foul disproportions, thoughts unnatural.
(3.3.227-33)

During his duping of Roderigo, Iago refers to the qualities "which the
Moor is defective in" - "loveliness in favor, sympathy in years, manners,
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and beauties" (2.1.229-31); again, Iago regards Desdemona's choice as
naturally indecorous: "Now for want of these requir'd conveniences, her
delicate tenderness will find itself abus' d, begin to heave the gorge, disrelish
and abhor the Moor; very nature will instruct her in it and compel her to
some second choice" (2.1.231-35).5 Clearly Iago cannot conceive of a healthy
complementarity in Desdemona and Othello's relationship; in his statements, nature strives for and indeed represents proportion, decorum, and
likeness - the highly prized values of the Italian Renaissance. 6
The poetic imagery of fire and water by which Shakespeare symbolizes
Desdemona and Othello's union supports Iago's idea of their banding's
unnaturalness. Throughout the play, fire is Othello's element. Cassio, for
example, prays that Othello might "give renew'd fire to our extincted
spirits" (2.1.81). "I should make very forges of my cheeks," Othello later
snarls at Desdemona, "That would to cinders burn up modesty, / Did I but
speak thy deeds" (4.2.74-76). When Othello maintains that Desdemona
"was false as water" and Emilia claims "Thou art rash as fire to say / That
she was false" (5.2.134-35), the two contrary elements are brought into close
proximity. Elsewhere, Desdemona is consistently linked with water, primarily the displaced tears that semiotically become her speech. "I cannot
weep, nor answers have I none," she says, "But what should go by water"
(4.2.103-4) . Chiefly the answers that go by water in Desdemona's case
occur during her willow song:
The fresh streams ran by her, and murmur'd her moans,
Sing willow, willow, willow;
Her salt tears fell from her, and soft'ned the stones.7
(4.3.44-46)

As objective correlatives for her tears, the liquid, "murmur'd" complaint softens auditors' hearts, eliciting compassion for the victim of an
inflamed husband. In its elemental contrariety, the conflict of fire and
water figured in Othello and Desdemona's relationship assumes Empedoclean overtones. 8
Allusions to the old antagonism between Mars and _Yenus reinforce
the elemental conflict of Othello and Desdemona symbolized by fire and
water. 9 Protesting that Desdemona will not distract him from addressing
the political emergency in Cyprus, Othello swears,
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No, when light-wing'd toys
Of feather' d Cupid seel with wanton dullness
My speculative and offic'd [instruments],
That my disports corrupt and taint my business,
Let housewives make a skillet of my helm,
And all indign and base adversities
Make head against my estimation!

Nonetheless, Venus's triumph over Mars and his warlike function can
be heard in Cassia's allusion to Desdemona as "our great captain's captain"
(2.r.74) as well as in the uncomfortable transposition of terms detected in
husband and wife's greetings in Cyprus: 10

0th.

0 my fair warrior!

Des.

My dear Othello!
(2.I.I82)

Admittedly, Othello's term signifies his admiration for Desdemona's
courage during the sea tempest; yet heard in proximity to her epithet "dear,"
his adjective also causes the auditor to wonder whether Cassio' s suggestion
of a revolution of roles is coming true.
Through mythological allusion and poetic imagery, Shakespeare thus
seemingly corroborates Iago's opinion of Desdemona and Othello's natural antipathy. And yet, this contrariety is not an inherent, necessarily destructive quality of their relationship. Under Iago's influence, Othello, as
we shall see, tragically fabricates a lethal antagonism. Early in the play,
Shakespeare intimates that theatergoers might expect the transformation
of elemental strife into harmony, into the recurring metamorphosis of the
Empedoclean worldview. Elemental conflict occurs in Othello on a massive
scale in the sea storm scattering ships off Cyprus. "The wind-shak' d surge,
with high and monstrous mane," according to 2. Gentleman, "Seems to cast
water on the burning Bear, / And quench the guards of th' ever-fixed Pole"
(2.r.13-15). In this instance, the elemental conflict of fire and water is called
a "molestation" (2.r.16) - the word conveying in its overtones of "abuse"
the destructiveness of the scene. Still, this war that appears a conflict concludes in a blending. Montano advises those safe on shore "to throw out
our eyes for brave Othello, / Even till we make the main and th' aerial blue/ An
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indistinct regard" (2.1.38-40). On the abstract level of poetic symbolism,
such imagery constitutes evidence that a natural harmony can supersede
elemental strife. Considered in retrospect, the meteorological dialogue gives
Shakespeare's audience a perspective upon Desdemona and Othello's union.
Desdemona and Othello's similar complementarity is deceptively
complex. Initially, Desdemona presents herself as a woman of proportion
in her balanced view of her obligations to men:
My noble father,
I do perceive here a divided duty:
To you I am bound for life and education;
My life and education both do learn me
How to respect you; you are the lord of duty;
I am hitherto your daughter. But here's my husband;
And so much duty as my mother show' d
To you, preferring you before her father,
So much I challenge that I may profess
Due to the Moor, my lord.

However, if socially balanced Desdemona were the absolutely perfect
woman of her father Brabantio's fantasy (1.3.99-103), she would be selfsufficient and have no need of Othello's love and approval. As a young
woman, Desdemona has distinct longings. But for what?
That black Othello represents Desdemona's unnatural opposite is the
burden ofBrabantio' s complaint; according to her father, the "wealthy curled
darlings" of Venice ought to have naturally attracted Desdemona. As it
was, she ran to "the sooty bosom" of"such a thing" as Othello (1.2.68-71). 11
It is worth noting that Brabantio memorably expresses the idea that
Desdemona's union with Othello is unnatural. 12 That the opinion of a senex
iratus dramatically circumscribed in almost every respect proves mistaken
should not be surprising. In Brabantio's words, Desdemona is
a maiden, never bold;
Of spirit so still and quiet that her motion
Blush' d at herself; and she, in spite of nature,
Of years, of country, credit, everything,
To fall in love with what she fear' d to look on!
(1.3.94-98)
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It would be easy, especially in light of Othello's account of his wooing
of Desdemona, to conclude that she fell in love with a compensating version of her animus, the unfulfilled masculine part of her Venetian self. 13
While basically correct, this conclusion proves misleading in its assertion of
contrariety. Bored, insulated, hypercultivated, Desdemona and Brabantio
initially like Othello for the stirring tales of adventure with which he fills
their placid lives (1.3.128-70). 14 "These things to hear/ Would Desdemona
seriously incline" (1.3.145-46):
She swore, in faith 'twas strange, 'twas passing strange;
'Twas pitiful, 'twas wondrous pitiful.
She wish' d she had not heard it, yet she wish' d
That heaven had made her such a man.

The final verse of this speech suggests that Desdemona finds in Othello
the objective correlative of her buried self - the aggressive, adventuresome
spirit smothered by Venetian social conditioning of the passive lady.
Desdemona's wish to accompany her husband to primitive, politically
volatile Cyprus testifies to her unsatisfied thirst for adventure. In Othello's
formulation, "she lov' d me for the dangers I had pass' d, / And I lov' d her
that she did pity them" (1.3.167-68). Considered from his viewpoint,
Desdemona provides the self-compassion that his masculine nature resists
admitting. In this respect, she supplies the tender feeling stereotypically
associated with the feminine. Desdemona realizes a dwarfed part of her
lover's soul. In this sense, Desdemona and Othello form a mutually nourishing complementary whole. 15 Such a whole is essentially one of likeness,
the likeness of a stunted opposite sex within Desdemona and Othello finding
a more fully articulated complement within the beloved. Just as it does in
All's Well, the nature that welds unlike likes joins the married lovers of

Othello.
At basis, Desdemona and Othello's relationship is one of similar (as
opposed to contrary) complementarity. The likenesses between the two
lovers run deep. Both Othello and Desdemona speak a hymn to intellectual
beauty. "I saw Othello's visage in his mind, " she reports, "And to his honors
and his valiant parts/ Did I my soul and fortunes consecrate" (1.3.252-54).
Desdemona admires the intellectual courage and constancy by means of
which Othello survived his harrowing adventures. In turn, his love for her
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finds its source in intellectual admiration, as his unfeigned disclaimer of
carnal desire reveals. Concerning her request to accompany him to Cyprus,
Othello exclaims,
I therefore beg it not
To please the palate of my appetite,
Nor to comply with heat (the young affects
In me defunct) and proper satisfaction;
But to be free and bounteous to her mind.
(r.3.261-65)
The unbound alien, the extravagant stranger, Othello, unlike a cloistered Venetian, understands the value of freedom. Closely restricted within
a paternalistic, overly conventionalized society, Desdemona responds to
Othello's quality oflived freedom; 16 Othello, in Iago's words, "is of a free
and open nature,/ That thinks men honest that but seem to be so" (r.3 .399400). In this respect, he is Desdemona's complement not so much as the
contrary half of a natural whole but as the similar counterpart.
In truth, Othello and Desdemona share many traits: both are absolutists. Desdemona cannot bring herself to say "whore" - "It does abhor me
now I speak the word" (4-2.161-62). "It is the cause, it is the cause, my soul,"
Othello later asserts, "Let me not name it to you, you chaste stars, I It is the
cause" (5.2.1-3). Neither character's absolute idealism permits him or her
to entertain or even articulate the knowledge of vice. 17 Regarded in this
context, Desdemona and Emilia's dialogue about whether a woman's trespass justifies winning a world clarifies Desdemona's and Othello's absolutism. As analogous action, the dialogue obliquely comments upon Othello's
prospect of gaining or losing a world of self-respect by the "trespass" of
murdering his wife. Emilia counters Desdemona, "Why, the wrong is but a
wrong i' th' world; and having the world for your labor, 'tis a wrong in
your own world, and you might quickly make it right" (4.3.80-82). Emilia's
casuistry focuses Othello's, especially when he believes that his absolutist
imagination will be able to remake the world to rectify Desdemona's absence.
Desdemona, however, in her virtue cannot conceive of such rationalizing.
Husband's and wife's responses to the question differ, yet dictating each is
an absolutism more powerful than a world.
Nevertheless, Desdemona's and Othello's absolutism cannot mask their
complementary capacities for human deceit. She misleads her father,
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Brabantio, to the degree that he attributes Othello's romantic success to
sorcery, and she beguiles Othello when she praises Cassio in hopes to see
him reinstated in his office. Her lie about possessing the handkerchief, while
certainly excusable as a nervous reaction to Othello's excited statements
about its extreme value, is still a falsehood. Othello, on the other hand,
beguiled Desdemona so that she was vulnerable to his wooing. Having
noticed her eagerness to hear his life story, Othello (in his own words)
Took once a pliant hour, and found good means
To draw from her a prayer of earnest heart
That I would all my pilgrimage dilate,
Whereof by parcels she had something heard,
But not [intentively]. I did consent,
And often did beguile her of her tears,
When I did speak of some distressful stroke
That my youth suffer' d.

Clearly the message comes through that Othello practiced upon unsuspecting Desdemona. Evidently the Moor is not quite as naive as Iago
1magmes.
Finally, Desdemona and Othello's complementarity explains the paradoxical sense in which she and he merge at the moment of her death. Her
assertion, "A guiltless death I die" (5.2.122), prompts Emilia to ask, "O, who
hath done this deed?" (5.2.123). Shakespeare's widespread symbolic use of
characters' initials for their names causes the playgoer to realize in this scene
that Emilia, by her exclamation "O," has ironically incl~ded the abbreviated answer to her question in the form itself of that question. "Nobody; I
myself. Farewell!" (5.2.124), Desdemona enigmatically replies before dying
seconds later. Beginning and ending with the cipher "O," Othello's name
identifies him as "Nobody" - the counterpart of the answer "O" in Emilia's
question "O, who hath done this deed?" "Thou art an O without a figure,"
Lear's fool tells him; "I am better than thou art now, I am a Fool, thou art
nothing" (Lear 1-4-192-94). As a cultural alien, Othello, regarded from a
Venetian viewpoint, has always been Nobody. Likewise, once Desdemona
loses familial and then conjugal identities, she too qualifies as Nobody. 19
In this respect, her phrase "I myself' becomes in her reply an appositive for
Nobody. Desdemona and Othello's virtually coincidental complementarity
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thus becomes apparent in the simultaneous reference of Desdemona's
"Nobody" to both herself and Othello. So much does she love him that, in
her mind, husband and wife (one flesh) merge indissolubly in her death. 20
Rosalind King has remarked that, when dying Othello lies across Desdemona, kissing her, their bodies make visible the image of "'the beast with
two backs,' the image of perfect love in Iago's conversation with Brabantio
in the opening scene." 21 While "perfect" may be too strong an adjective for
the affection conveyed by Iago's startling metaphor, the emblematic tableau
reminds the playgoer of the Aristophanic motive of love - the intense desire
of two creatures to reincorporate. 22
In summary, Desdemona and Othello's union mainly illustrates the
complementarity of two likes merging (rather than that of two opposites
dovetailed). Othello's tragic error involves a mistaken idea of his and
Desdemona's complementarity. He unfortunately assumes that he represents Desdemona's contrary complement:
Haply, for I am black,
And have not those soft parts of conversation
That chamberers have, or for I am declin' d
Into the vale of years (yet that's not much),
She's gone. I am abus' d, and my relief
Must be to loathe her.

While generally associated with Brabantio and Iago, the idea that
Desdemona's match with Othello shows "nature erring from itself' is voiced
by the Moor himself (3.3.227). In fact, both Irving Rihner and John
Holloway, among other commentators on the play, identify this pronouncement of Othello's as the turning point in the temptation scene; the Moor's
faulty idea of married complementarity fatally delivers him to Iago. 23 Sadly,
Othello behaves toward Desdemona in such a way that he makes his belief
in nature's contrary magnetism a tragic reality. Unaware that he is Desdemona's like in a complex, not easily knowable sense, Othello resists
reinstating Desdemona's Cassio, chiefly because in his mind the Florentine
exemplifies his superficial notion that nature welds together physically similar
creatures. For Othello, Cassio and Desdemona's bonding, heard in his wife's
incessant talk about the cashiered officer, appears to confirm the very assump- .
tion about similar complementarity that he adopted under Iago's tutelage.
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As the imagined binding of Cassio and Desdemona into a complementary
whole occurs, Othello progressively weds himself to Iago.
Othello's response to Iago's first sustained attempt to divorce him from
his wife is the spontaneous utterance "I am bound to thee for ever" (3.3.213).
This pregnant remark follows Iago's magnifying of Desdemona's deceit in
misleading her father so completely that Brabantio believes that Othello's
love is witchcraft. Iago and Othello's complementarity has been much analyzed, with identified shared traits ranging from both characters' rhetorical
manipulation of others through their need to destroy an object that they
cannot absolutely possess to their mutual participation in the trope "I am
not what I am." 24 In Robert Heilman's words, Iago and Othello share "a
histrionic bent, an inadequate selfhood that crops up in self-pity and an eye
for slights and injuries, an uncriticized instinct to soothe one's own feelings
by punishing others (with an air of moral propriety)," and "an incapacity
for love that is the other side of self-love. "25 The difference between the two
characters' enactments of these and other traits, however, cannot obscure
their essentially similar complementarity.
The following paragraphs are not intended to reflect an exhaustive list
of Iago and Othello's common traits. Instead, they compose a highly selective account of similarities that sheds light on other, mainly unremarked
complementary relationships in the play. In the first place, Iago shares
Othello's vulnerability to the green-eyed monster jealousy, believing
pathologically that both Othello and Cassio have committed adult~ry with
Emilia (1.1.295-307, 1.3.386-88). In fact, one could argue that both Iago
and Othello feel closer bonds with men than with women. Despite critical
objections to the contrary, Iago's graphic description of Cassio' s erotic behavior when the two soldiers lay together has homosexual overtones (3.3.41326). 26 The Moor and h1s ensign are bound through a mutual love. "If thou
dost love me/ Show me thy thought" (3 .3.n5-16), Othello commands; "My
lord, you know I love you" (3.3.n6), Iago replies. Pardy because of this love
bonding with his alter ego, Othello's affection for Desdemona converts to
hatred:
Look here, Iago,
All my fond love thus do I blow to heaven.
'Tis gone.
Arise, black vengeance, from the hollow hell!
(3.3.444-47)
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Othello's conversion of affection proves easy because at basis the Moor
and Iago share the same view of women. Even as Emilia complains that she
is "nothing but to please [Iago's] fantasy" (3.3.299), so Desdemona is essentially nothing in the remaking of her image in Othello's disturbed imagination. Having thrown off Desdemona, Othello, in a blasphemous parody of
a wedding, takes Iago as "wife" (3.3.460-69). 27 After they kneel together and
proclaim a sacred vow, Othello to heaven and Iago to Othello's service,
they arise and Othello exclaims, "I greet thy love" (3.3.469). 28 "I am your
own for ever" (3.3.480), Iago in turn pledges, hearing moreover that he now
fills the office of Othello's lieutenant.
Iago shifts himself and adopts several masks to become Othello, to
join with the man he would destroy. In ruining Othello, he - by the
logic of this symbolism - necessarily obliterates himself, perhaps (on the
level of naturalistic character) as the consciously unknown but selfwilled penalty for erasing the man tempting him to homosexuality. In
order to destroy the part of himself that feels forbidden desire, Iago
eclipses the whole self; like anyone who would literally pluck out the
artwork of Desdemona's handkerchief, Iago cannot take out a part of
himself without destroying the entire fabric. In any case, Iago's instability
of character provides one explanation for his perplexing silence at play' s
end when Lodovico and Gratiano command him to speak concerning his
motives and the tragedy before them. Nothing will verbally come of
nothing. 29
Actually, however, Iago's complementarity most involves his wife,
Emilia. It, too, possesses a basically similar rather than contrary nature. It is
significant that the discovery oflago' s evil should involve his status as husband. When Othello reveals to Emilia that Iago claims awareness of Cassio
and Desdemona's supposed adultery, he designates him not by name but
by his marital role:

Emil.
0th.

Cassio did top her; ask thy husband else.
0, I were damn' d beneath all depth in hell
But that I did proceed upon just grounds
To this extremity. Thy husband knew it all.
My husband?
Thy husband.
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"When Emilia, thunderstruck, twice repeats the question "My husband?"
(5.2.146, 148), exasperated, Othello exclaims,

Emil
0th.

"What needs this iterance, woman? I say thy husband.
O mistress, villainy hath made mocks with love!
My husband say she was false?
He, woman:
I say thy husband; dost understand the word?
My friend, thy husband, honest, honest Iago.
(5.2.149-54)

By construing the discovery of Iago's villainy in this manner, Shakespeare focuses upon Iago's husbandness as the key to revelation. Invariably
a shock reminds theater audiences that the emotional and social isolation
of fiendlike Iago is only apparent. This character, who has appeared so
solitary in his pursuit of evil that he becomes the devil in many minds
(including Othello's momentarily), is sufficiently human to be dependent,
to need another to either remedy or provide consolation for the lonely
human condition. Strangely, Iago, at some point in his life, sought the
comfort and companionship of a wife. By making Iago's husbandness the
key to his personal overthrow, Shakespeare suggests that Iago's vulnerability to justice derives from his human need for basic complementarity. In
taking a wife, Iago complemented his male imperfection but made himself
susceptible to the thwarting of personal schemes by his shared flesh. Iago's
tragedy is one of complementarity, in this case that the villain needed a
complement - one sufficiently moral that she betrays him. Interestingly,
Shakespeare gives us a case of one part of a complementary whole (the
better half) destroying the worser, blamable member. In its dynamics, Iago
and Emilia's complementarity reverses the direction of Othello and Desdemona's.
That Iago's innate distrust of the power of unaided goodness should
urge him to involve his ultimately betraying mate in his plot is poetically
just. Not trusting Desdemona's goodness alone to move her to plead Cassio's
cause with Othello, Iago employs another, less ideal spur: "My wife must
move for Cassio to her mistress - / I'll set her on - "(2.3.383-84). Emilia's
remark when she retrieves Desdemona's handkerchief - "My wayward
husband hath a hundred times/ Woo'd me to steal it" (3.3.292-93)- reveals
that Iago for some time has felt that Emilia is essential to the success of his
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malicious schemes, even when they were unformed in his mind. Iago has
not thought through how he might keep the knowledge of his plotting' s
motive and end from a radically involved accomplice. Naively Iago assumes
that he can keep potentially self-destructive information from his intimate
self; it is as though he believes that one part of his mind can keep knowledge secret from another part of the self. Man and wife are, after all, one
flesh - a fact whose tragic violation was fully explored in Hamlet. Furthermore, the relationship of Macbeth and Lady Macbeth will demonstrate the
foolishness oflago's assumption; they, to their mutual ruin, interact in the
creation and execution of a crime so that they seem one vicious self.
At this point, it is worth repeating that Iago's motive for wanting to
ruin Othello and Cassio includes his strong suspicion that they have
committed adultery with Emilia. While chis motive may be explained as
the disguised homosexual fantasy of imagining a desirable male in coitus,
the suspicion equally fixates upon the wife. What accounts for Iago's attraction to Emilia? During his witty repartee with Desdemona on the quay in
Cyprus, Iago stereotypes women as tormenting, self-willed shrews, indolent in housework and ever ready for sex (2.1.109-66). After classifying wives
according to "old fond paradoxes" (2.1.138), Iago, under Desdemona's
challenge, strives to depict the good woman (2.1.148-60). His hypothetical
portrait, composed of contrary traits harmonized into temperate behavior,
concludes in the satirical bathos of "She was a wight (if ever such [wight]
were) - .... To suckle fools and chronicle small beer" (2.1.158-60) . 30
Punning upon Desdemona's oft-mentioned alabaster whiteness of skin,
Iago's word "wight" / "white" appears to be a mildly hostile jab at his interlocutor. "O most lame and impotent conclusion!" (2.1.161), Desdemona
justly retorts, perhaps with her word "impotent" unknowingly touching
upon a physical cause of Iago's disturbed sexuality. Iago's possible impotence might explain his inability to make a good woman and consequently
his rationale for imagining that those he cannot satisfy are all bad ones.
Shakespeare carefully indicates chat Iago cannot conceive of a good woman,
or - if he dimly can - chat for him her virtue consists of stereotypical,
household roles. While Emilia does not fit Iago's unflattering cliche of
woman, she is rather coarse, as her corresponding sexual stereotypes of men
and her salty wit-play with Desdemona suggest. A tendency to stereotype
reality to confirm certain cynical prejudices may explain Emilia's original
allure for Iago.
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In addition to a shared tendency to stereotype the world, a sense of
injured merit binds Iago and Emilia together once they are married. This
feeling of being cheated may account for the genuine willingness Emilia
expresses to compromise her married chastity for material gain. Like Iago,
she appears inclined during her fantasy debate with Desdemona to justify
morally questionable means by the materialistic or self-serving ends obtained
thereby. 31 Iago's feeling of humiliation at remaining Othello's ensign while
Cassio ascends to the coveted lieutenancy scarcely needs remarking. Similarly, Emilia's portrayal of the wife as Jew (4.3.87-103) reveals her profound
resentment over women's abjection by stereotyping, double-standard men. 32
Her later readiness to betray her husband's confidence may spring from a
bitter feeling of persecution, "Say that they ... break out in peevish jealousies, I Throwing restraint upon us ... Yet have we some revenge" (4.3.8793). The playgoer assumes that her last-act revenge proceeds from painful
restraints suffered under Iago's sexual tyranny. In essence, her betrayal of
her husband gives tragic meaning to the truth first articulated in Measure for
Measure - that the excesses of liberty and restraint eventually convert to
their opposite (Meas. 1.2.125-28). Thus long-repressed Emilia finally speaks
"as liberal as the north" (5.2.220). Because mutual stereotyping of role in
marriage obliterates the individuality that a partner prizes in him- or herself, at length husband or wife denies the false likeness of an imposed cliche
by rebelling against the stereotype and so becoming different. Emilia's late
truth-speaking is such a difference; her ringing, unequivocal words break
forever Iago's image of her as a mildly troublesome nag.
For some time, Emilia has worked to erode Iago's cliche of her as subservient shrew. Her instinctive assumption that "some eternal villain,/ Some
busy and insinuating rogue, / Some cogging, cozening slave, to get some
office,/ [has] ... devis'd this slander" of Desdemona is wonderfully accurate (4.2.130-33). Iago's nervous attempts to silence his wife prove futile;
she erupts again in calling the supposed corrupter "some base notorious
knave, some scurvy fellow" (4.2.140). His command that Emilia "speak
within door" (4.2.144) goes unheeded as his wife a third time depicts the
unknown practicer upon Desdemona's honor. Obviously Emilia's bold and
unfettered truth-speaking contrasts with Iago's lies and final silence. In act 4, her
speech shatters Iago's earlier image of her as the partly comical shrew. After
Cassio gallantly kisses Emilia as he disembarks in Cyprus, Iago says,
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Sir, would she give you so much of her lips
As of her tongue she oft bestows on me,
You would have enough.
Emilia anticipates the character of bold-speaking Paulina in The
Winter's Tale; both women homeopathically punish erring males who have
abused words. In each play, we feel that a truthful speaker justly torments
an equally assertive corrupter of speech. Quite simply, Iago's stereotype of
the henpecking wife acquires in Emilia's rebellion a nonstereotypical identity
that leads unexpectedly to his own undoing. When Emilia bravely shifts
her loyalty to Desdemona, Iago's cliche comes alive in a terrifying way chat
he could never have imagined. "So come my soul to bliss, as I speak true,"
Emilia pronounces in her final speech; "So speaking as I think, alas, I die"
(5.2.250-51). When Emilia chooses to destroy her slavish marriage and her
husband through a few words, Iago mistakenly regards her eruption as the
fulfillment of his stereotype of the logorrheic wife.
Significantly, one of Iago's last addresses to Emilia communicates not
only his debased view of womankind but also the very idea of Desdemona
that he has planted in Othello's mind. "Villainous whore! " (5.2.229) Iago
labels Emilia as she begins to confess that the handkerchief to which Othello
alludes is the one she found by chance and gave to her husband. Iago's
epithet thus represents a trapped villain's desperate attempt to discredit
true testimony by stereotyping the speaker as the kind of woman given by
trade to lie in two senses of the word. Ironically, Iago's and Othello's views
of woman coincide at this moment. Iago's pathological suspicion that Emilia
has committed adultery with Othello and Cassio has suggested chis epithet. Nevertheless, while Desdemona's truthful protest and denial could
not penetrate Othello's notion that she was a villainous whore, Emilia's
truth-speaking triumphs over Iago's attempts to recharacterize and dismiss
it. Linguistically, her candor exonerates Desdemona's failure to survive a
slanderous stereotype. The mere fact that Iago feels compelled to coin the
epithet "Villainous whore!" signals his defeat and his likeness to his victim;
he feels forced to speak the personally ruinous words that he has labored to
evoke from Othello's mouth.
Iago's choice of victim during the play' s catastrophe reveals his deepest
complementarity. When Othello runs at Iago only to be disarmed by
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Montano, Iago kills Emilia rather than the Moor. Considered in light of
his repeated confessions of hatred for Othello, his choice is surprising. His
stabbing of Emilia suggests that his most profound animosity is reserved
for woman. His act self-destructively reduces him to the level of and equates
him with Othello. Both men have become wife killers, Iago's act signifying
an ironic identification through crime with the character over whom he
would triumph.
And what of Othello? What precipitates his killing of his wife,
Desdemona? Analysis of the complementarity of Bianca and Desdemona
discovers the answer to this latter question.3 4 Their similar complementarity
accentuates the imperfect Desdemona that the absolutist Othello cannot
accept. Focusing Cassio' sand Othello's similar stereotypic views of women
clarifies the basis of the Moor's nonacceptance. 35 Cassio's idea of woman is
double - she is either perfect or whorish. His rhapsodic opinion that Venuslike Desdemona "paragons description and wild fame," transcending "the
quirks of blazoning pens," strikes many critics as excessive. 36 "Poor caitiff,"
"poor rogue, " "a customer, " a mon k ey, " t h e b au bl e, " " anoth er fi tc h ew" these are some of Cassio's demeaning labels for Bianca as he jokes with
Iago about her dotage upon him (4.1.108-47). That Bianca is a prostitute is
clear from Iago's depiction of her as a "huswife that by selling her desires/
Buys herself bread and clothes" (4.1.94-95).37 Cassio's generally tense, patronizing manner of speaking to Bianca contrasts sharply with his effusive,
worshipping address to Desdemona. And yet alone with Bianca, out of
earshot of men who he imagines would think less of him if he did not speak
roughly to his whore, Cassio says, "How is't with you, my most fair Bianca?
/ [!'faith], sweet love, I was coming to your house" (3.4.170-71). When she
jealously refuses to agree to make a copy of another woman's handkerchief,
Cassio's tone changes, becoming less sensitive and more peremptory. The'
reason for the shift in tone appears in his fear of how his male colleagues
will judge him for his tender feelings for a whore:3 8

·cas.
Bian.
Cas.

Take it, and do't, and leave me for this time.
Leave you? Wherefore?
I do attend here on the general,
And think it no addition, nor my wish,
To have him see me woman' d.
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Cassio' s double view of Bianca duplicates his broader, bifurcated attitude
toward womankind. 3 9
The complementarity of Cassio's prostitute and goddess mirrors
Othello's split idea of Desdemona. The "white" whore Bianca reflects the
mix of purity and sluttishness that Othello imagines making up white
Desdemona. That Othello considers Desdemona a whore is apparent at
several moments, most notably in his re-creation of his house as a brothel
(4.2) and in his final judgment upon her - "She turn' d to folly, and she was
a whore" (5.2.132). 40 The connection between whiteness and whorishness what Bianca paradoxically incarnates in her tender feeling for Cassio and
her trade - becomes explicit in Othello's rhetorical question concerning
Desdemona: "Was this fair paper, this most goodly book, I Made to write
'whore' upon?" (4.2.71-72). The implication of whiteness, with all its
connotations of perfection, in Othello's phrase "fair paper," scarcely needs
remarking. Rather than an actual linking like that of Iago and Othello or
Emilia and Iago, Venetian wife and Cyprian whore attain a symbolic
complementarity in the play's unfolding action.
This symbolic complementarity underscores both women's refined love
for their men. In the play, that love labors against the prejudice that it is
only lust. Othello and Iago link Bianca and Desdemona by thinking of
them both as Cassio's mistress. In each case, whiteness (Desdemona's alabaster hue / Bianca's name) joins with white Cassio; the Moor and his
ensign think of both women as the Florentine' s complement - Desdemona
similarly so and Bianca contrarily so. Ironically, the quality of Bianca's love
for Cassio approaches that of Desdemona for her lord. At one point Bianca
tellingly maintains, "I am no strumpet, but of life as honest / As you that
thus abuse me" (5,1.122-23) . "As I?" Emilia indignantly replies; "[Pough,]
fie upon thee!" (5.u23). To the degree that Emilia views marriage as a latent commercial bargain in which a wife looks for ways to sell herself to
increase the couple's material status, the argument goes to Bianca. She is
no strumpet in her love for Cassio. Like Desdemona with regard to Othello,
Bianca apparently loves Cassio' s person rather than his social position or
the material riches that her love might bring. In this respect, both women's
love appears to be a relatively boundless quality, contrasting with the quantitative affection informing Emilia's idea of purchasing between the sexes. 4 1
The degree of complementarity between Bianca and Desdemona exceeds that suggested above. Bianca's very whiteness indicts her as regards
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Cassio' s stabbing. "What? look you pale?" Iago insidiously asks as bleeding
Cassio and Roderigo are carried off stage:
Stay you, good gentlemen. - Look you pale, mistress? Do you perceive the gastness of her eye? Nay, [an'] you stare, we shall hear more anon. Behold her well; I pray you look upon her.
Do you see, gentlemen? Nay, guiltiness will speak,
Though tongues were out of use.

By Iago's account, Bianca's distinctive whiteness (her paleness of skin)
becomes the physical trait implicating her in a crime against Cassio. Likewise, Desdemona's figurative whiteness, her innocence and tenderhearted- ·
ness over Cassio' s loss, becomes the very means by which Othello confirms
his jealous suspicions. Othello regards Desdemona's "speaking" tears over
Cassie's misfortune as proof that Cassie's whore weeps for him (5.2.77). Both
Iago and Othello deny Bianca and Desdemona the right of normal speech,
twisting the women's whitenesses into a kind of damning semiotic language. Tragically, the complementarity of Desdemona and Bianca clarifies
the real and imagined traits of the heroine that hasten her death.
The analysis of similiar complementarity in Othello would not be complete without the description of a final combination of the characters of
Othello and Iago, a union that places Shakespeare's achievement in this
tragedy within the context of a larger English Renaissance interest in contrary complementarity. Almost certainly the discordia concors of Queen
Elizabeth's royal role and feminine personality sparked the interest of writers, such as Sidney and Spenser, in fusing literary character out of contrary
complementary halves. Paradoxically, the virgin queen exercised political
power with a ruthlessness and a stereotypically masculine aggression seldom seen since the reign of her famous father. Sidney's, Spenser's, and
Shakespeare's literary images of female warriors and heroines in male attire
reprise a paradox at the heart of English culture. More often than not, the
contrariety of character traits resists complete aesthetic fusion. In Arcadia,
Pyrodes' transformation into the Amazon Zelmane feels uncomfortable to
him; only foolish Basilius and irrational Gynecia are taken in by it. For
Shakespeare's Julia, Rosalind, Viola, and Imogen, male disguise is either a
regrettable expedient for self-protection while traveling or an alien persona
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that, while educational, soon proves irksome and unnatural - even counterproductive to further learning. The death of Elizabeth and accession of
James I in 1603 did not noticeably affect Shakespeare's penchant for contrary complementarity. The contrary complementarity of Coriolanus's and
Aufidius' s characters, the one unbending, imperious and the other a practicer of policy, comments upon the self-destructive potential of James's
public attempt to merge a Roman imperial style with the Machiavellianism
of a Renaissance ruler. 42 The endopsychic drama of "Roman" Othello constant, stoical, courageous, and also naive - and the Machiavel Iago might
also seem to comment upon the paradox of James's self-fashioning were
not Shakespeare's characters essentially similar complements. 43 At basis, in
Othello Shakespeare depicts the modern, the forward-looking truth that
what potentially destroys us is our like, our alter ego and mirror image.
In conclusion, this essay has clarified the specific kind of complementarity informing Othello, in the process distinguishing it from the
different types of contrariety that play off one character or motif against
another in other Shakespearean plays. Similar complementarity, especially
in relationships like the marriage oflago and Emilia, becomes a method of
dramatic shorthand for Shakespeare, allowing him not only to highlight
shared traits of personality but also to suggest the complex forces that unite
characters. At other moments, like that in which playgoers grasp the similarity of Othello's and Desdemona's absolute idealism, complementarity
identifies a character trait that hastens or compounds personal tragedy when
it is paired with its likeness. At still other moments, like that in which a
resemblance is perceived between Desdemona's and Bianca's whitenesses,
a quality that figures in the ruin of the nobler member of a pair of characters loses its paradoxical status, primarily because it is shared with a character
generally regarded, at least to some degree, as less refined. Contrariety does
not lend itself to these kinds of meaning, a fact that may suggest the reason
for Shakespeare's widespread use of similar complementarity in the especially
demanding mode of high tragedy. In that mode, a method that implies
much, leaving dramatic space and time for complicating dialogue and soliloquy, is to be prized. The fact that Grudin's study of contrariety in
Shakespeare's plays focuses on the comedies and later tragedies, such as
Coriolanus, supports this speculation. Whatever the case, Othello gains both
a more complex unity and added richness of character when playgoers become aware of its interrelated similar complementarities.
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NOTES

Norman Rabkin, Shakespeare and the Common Understanding (New York:
Macmillan, 1967), 67.
2. Robert Grudin, Mighty Opposites: Shakespeare and Renaissance Contrariety
(Berkeley: University of California Press, 1979). Surprisingly, Grudin omits a discussion of Othello.
3. G. Wilson Knight, "The Othello Music," in The Wheel ofFire: Interpretation of
Shakespeare's Tragedy (1949; reprint, Cleveland: World Publishing Co., 1957), 97n9, represents well this usual approach: "Othello, Desdemona, Iago, however, are
clearly and vividly separate. All here - but Iago - are solid, concrete. Contrast is
raised to its highest pitch. Othello is statuesque, Desdemona most concretely human and individual, Iago, if not human or in any usual sense 'realistic,' is quite
unique .... Interpretation must be based not on unity but differentiation" (105).
Also see G. R. Elliott, Flaming Minister: A Study of"Othello"(1952; reprint, New
York: AMS Press, 1965), xxx, passim; Gayle Greene, '"But Words Are Words':
Shakespeare's Sense of Language in Othello," Etudes anglaises 34 (1981): 271; and James
C. Bulman, The Heroic Idiom of Shakespearean Tragedy (Newark: University of
Delaware Press, 1985), m-13. For a denial that "Iago and Othello - and even
Desdemona, too - [are complementary] facets of a single character," see Marvin
Rosenberg, The Masks of "Othello" (Berkeley: University of California Press, 1961),
23r38.
4. Quotations of Shakespearean drama refer to The Riverside Shakespeare, ed.
G. Blakemore Evans (Boston: Houghton Miffiin, 1974). In "Love's Reason in
Othello," SEL: I500-I900 15 (1975): 293-308, E. K. Weedin, Jr., characterizes Iago's
idea of a natural balance between reason and sensuality as Machiavellian (298-99).
5. Like Samuel Taylor Coleridge (whom he quotes for confirmation of his opinion), A. C. Bradley believes that Desdemona's choice of a husband '"argues for a
disproportionateness, a want of balance, in Desdemona, which Shakespeare does
not appear to have in the least contemplated"' (Shakespearean Tragedy [1904; reprint, Cleveland: World Publishing Co., 1955), 164). Coleridge and Bradley thus
avoid adopting Iago's opinion by positing an artistically unintentional Shakespeare.
6. And yet, as Iago's idea of woman reveals, the ensign's deepest instinct is for
disharmony and indecorum; in Iago's opinion, wives are "pictures out a' doors, /
Bells in your parlors, wild-cats in your kitchens, / Saints in your injuries, devils
being offended, / Players in your huswifery, and huswives in your beds" (2.1.10912). "You rise to play, and go to bed to work" (2.1.n5), Iago says facetiously yet in
accord with his veiled misogyny. Iago's and Brabantio's notion of a nature creating
or reasserting matching likenesses requires both refinement and qualification. An
important idea in All's Well That Ends Well challenges their assumption that
natural likenesses must be physically and temperamentally identical. In that dark
I.
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comedy, Helena says, in regard to her love for Bertram, "The mightiest space in
fortune nature brings/ To join like likes, and kiss like native things" (All'sr.1.22223). This natural dynamic clarifies both Helena's perplexing journey to Florence
and guileful Bertram's eventual marriage with a duplicitous woman who proves
herself his like in at least one sense. (See my article, "All's Well That Ends Well and
the Triumph of the Word," Texas Studies in Literature and Language 30 [1988]: 401) .
Nonetheless, in the final analysis, Helena and Bertram strike the playgoer as one of
the most unlike romantic couples in Shakespearean comedy- or Western drama
for that matter. The lesson ofAll's Well illuminates Othello; the notion of Desdemona
and Othello's likeness is neither simple nor superficially duplicative.
7. For an analysis of Desdemona's characteristic speech, including her expressive
silences, see Eamon Grennan, 'The Women's Voices in Othello: Speech, Song,
Silence," Shakespeare f2!!:arterly 38 (1987): 275-92, esp. 277-81, 285-90. Grennan
concludes that Desdemona "ascends to the plane of pure performance" through
song (279).
8. See Robert G. Hunter, Shakespeare and the Mystery ofGod's judgments (Athens:
University of Georgia Press, 1976), 127-58.
9. See Ibid., 138-43.
IO. For an excellent allegorical reading of Desdemona as both Venus Anadyomene
and Venus Armata, see ibid., 136-38. Robert B. Heilman, in Magic in the Web:
Action and Language in "Othello "(Lexington: University of Kentucky Press, 1956),
also equates Desdemona and Venus when he writes, "with the action in Cyprus,
and with the love-figure coming in from the sea, there is a teasing hint of the
Cyprian myth" (208). In "Reputation in Othello," Shakespeare Studies 6 (1970): 207,
David L. Jeffrey and Patrick Grant focus the pun latent in the play's subtitle "Moor of Venice"/ "Moor of Venus."
11. Capulet anticipates Brabantio's view when he says, concerning Juliet's reluctance to wed Paris,
Day, night, work, play,
Alone, in company, still my care hath been
To have her match'd; and having now provided
A gentleman of noble parentage,
Of fair demesnes, youthful and nobly [lien' d],
Stuff d, as they say, with honorable parts,
Proportion'd as one's thought would wish a man,
And then to have a wretched puling fool ...
To answer, ''I'll not wed, I cannot love. "
• (Rom. 3.5.176-85)
12. Iago's notion that nature resists, even corrects supposedly deviant attractions
like Desdemona and Othello's is also Brabantio's. Concerning his daughter's
elopement, he argues that "For nature so prepost'rously to err/ (Being not deficient, blind, or lame of sense) / Sans witchcraft could not" (1.3.62-64).
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13. See The Basic Writings of C G. Jung, ed. Violet Staub De Laszlo (New York:
Random House, 1959), 175-81. Also see Kay Stockholder, "Form as Metaphor:
Othello and Love-Death Romance," Dalhousie Review 64 (1984-85): 743-44.
14. The lack of vitality in the Venice of the play is well described by Paul N.
Siegel, Shakespearean Tragedy and the Elizabethan Compromise (New York: New
York University Press, 1957), 140-41; and by Michael Long, The Unnatural Scene:
A Study in Shakespearean Tragedy (London: Methuen, 1976), 37-58, esp. 46-49.
15. Also basing her conclusion on Othello 1.3 .167-68, Rosalind King comes to this
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INTRODUCTION

THE EARLY RENAISSANCE, like the Hellenic Age and the Golden Age of
Roman literature, was epistemologically oriented to the discursory practices
of rhetoric rather than to the rational methods of philosophy. 1 This preference resulted from the widespread adoption oflinguistic presuppositions
upon which humanist rhetoric was based. By the end of the seventeenth
century, however, the underlying principles of humanism had been replaced.
The discursory competence that humanism had sought to develop had
become devalued, and in its place other epistemological systems had arisen.
Francis Bacon, the Royal Society, Rene Descartes, Isaac Newton, and John
Locke all offered epistemological principles that had a more philosophical
appearance and that explicitly or implicitly renounced humanism and
rhetoric. 2 In this environment the linguistic presuppositions of humanism
were challenged and the way prepared for planned languages.
In order to understand the impact of language-planning efforts on the
history of rhetoric in the seventeenth century, we must first understand the
role of rhetoric and humanism, for, as Jose Rico Verdu says, the history of
rhetoric is the history of humanism. 3 Many fifteenth-century humanists
repugned the title of philosopher for grammarian or rhetorician and took
up the practice of rhetoric and poetry. 4 Humanists considered language to
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be a conventional means by which people came to agree about what was
significant in their lives and world, and their agreement regarding what was
worth knowing affected what they believed and how they acted. The language competence the Renaissance schools sought to give students reflected
these ideals. 5 The schools ratified the prestige of rhetoric by making rhetorical competence the goal of education. Education was to inculcate virtue and eloquence and extirpate their opposites, vice and barbarousness. 6
The well-educated man would be ready with stores of wisdom collected
from assiduous reading to be employed in any situation that might arise.
He was to apply his competence in rhetoric, moving others to belief and
~ction that would serve the state, church, and humanity. 7 In this sense
rhetoric occupied a preeminent place in humanist education and thus was
the metalinguistic discipline in the schools. 8
Having made explicit what was central to humanist language education prior to the seventeenth century, I now want to trace, evaluate, and
contrast the ways in which the seventeenth-century English language
planners turned away from their humanist heritage and therefore traditional
rhetoric.
LINGUISTIC CONTEXT

The seventeenth century was not conscious of the epistemological
principles that at first valued and later devalued rhetoric because, like any
age, the century was preoccupied with the more pressing matters of politics,
economics, religion, and education. The decline of humanist rhetoric might
be traced by analyzing any of these disciplines, but since humanists were in
general committed to learning and its assimilation and dissemination
through language, I will focus on language-planning efforts, particularly on
universal writing schemes, in order to trace the relationship between what
was happening in the seventeenth-century linguistic context and how it
affected the principles that underlay humanism.
Seventeenth-century English grammar schools occupy the center of a
major dispute concerning the ideals, goals, and practices of education. There
were many sides to the debate, but the issues can be summarized as follows:
Was it better to use the standard texts or develop new ones? Was it better to
retain traditional teaching practices or develop new ones? Was grammar
the best approach to learning a language? What were the alternatives? Was
Latin the best language to be taught in the schools? Was classical literature
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the most useful subject matter for schools? Those involved in these
disputes were more concerned with the particular issues at hand than they
were with the epistemological foundation of humanism. They approached
their tasks of reforming and shoring up language education without realizing
the effect their actions might have on the humanist values they espoused.
Nevertheless, their actions did have consequences. The decisions, alterations,
and reforms they made eroded the foundation of humanism and with it
traditional rhetoric. 9
The pedagogical problems of the grammar schools shaped linguistic
attitudes of the seventeenth century because for most people the schools
provided the first conscious encounter with learning languages. Despite all
other factors that contributed to language reform, the justification most
frequently made for reform was couched in educational terms. Most of the
reforms were directed at the learned languages, especially Latin, and it is
not surprising to see the extent to which Latin learning lost prestige during
the century, opening the way for alternative languages to be considered,
among which universal writing schemes became important.
In addition to the dissatisfaction with the way Latin was taught in the
schools, Latin lost prestige as the language of learning for several other
reasons. Some Puritans attacked the pagan fables and follies students were
forced to read. John Webster, among other Puritans, was vociferously
anticlassical in his viewpoint. The influence of Protestant radicals, however, was mollified by other Puritans who regarded the classics as aid to
education. In his survey of grammar schools, Foster Watson concludes that
although religious influence was the primary force behind curricular change,
the radical Puritans were tempered by other, more moderate, co-religionists
who wanted merely to deemphasize classical literature by adding religious
readings to the curriculum. 10 Thus classical learning became subservient to
religious training. Such influence, however, though a factor, was not the
sole cause for the decline of Latin.
In addition, changing sociological and political structures made English
increasingly important for education, commerce, and government. The
number of English schools increased dramatically in response to the practical need for English-language instruction. Many Puritan reformers did
not want to do away with the grammar schools as much as to provide
education for the poor in the form of charity schools. These schools, which
would become common in the eighteenth century, can be traced to such
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seventeenth-century reformers as John Dury and William Petry, the latter
proposing ergastula literaria, or literary workhouses, where poor children
could be taught to read and write English while learning a trade. 11 Consequently, Latin also had to contend with the ever increasing importance
of the vernacular.
Also, during the seventeenth century many were eager to recover the
lost language of Adam, believing that it held the key to the relationship
between words and things. There were several candidates for the Edenic
language. Hebrew was the favorite, although some argued that Latin, Greek,
Egyptian, or other languages were the original. One faction even proposed
Teutonic as the first human language. 12 Language planners stated explicitly
their intention to remedy the confusion of tongues at Babel and restore a
common language that the earth might again be of one tongue. Insofar as
other languages were regarded as the language of Adam, Latin enjoyed less
claim to universaliry.
The rise of science also influenced language reform. Baconian empiricism replaced deductive philosophy with an inductive method. The
Baconian method began with observation of particulars, proceeded to classify
and categorize; then it generalized about the common properties in each of
the divisions. This method necessitated clarity and precision so as to make
the classifications accurate and distinct. Since this enterprise was essentially
taxonomic, it required an accurate and precise language to describe the
categories. 13
Moreover, the Royal Society of Science was also eager to develop a
scientific language to complement the scientific method. As a result of their
interests in precise language, Royal Society scientists promoted the plain
style and discouraged the stylistic exuberance of the age. Yet, however hard
they tried, the scientists could not avoid the problems of natural language.
They found that even Latin was plagued with the same problems as the
vulgar tongues. It was ambiguous and redundant: some words had
more than one signification, while others could be interchanged with little
appreciable change in meaning. There were also potentially confusing
homonyms. Clearly, Latin was unsuitable for science because it lacked the
accuracy and precision science required.
Finally, a force coming from the Orient weakened Latin's claim to
universality. Through Renaissance travel literature, Europeans acquired an
awareness of the great civilizations in the East, and interest in these
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exotic civilizations engendered interest in their languages. 14 Consequently,
Hebrew, Arabic, Egyptian, and Chinese were studied as possible languages
that could supplant Latin as being truly universal.
Speculation concerning the universal potential of these languages,
however, had to do more with how they were written than with the
number of people that spoke them. None of these languages employs an
alphabetic writing system; instead they are syllabic or ideographic. Claims
about the universality of written characters often depended on an analogy
between the ideational content of these characters and the universality of
mathematical symbols. It is no coincidence that mathematical symbols were
appearing at about the same time. Languages with nonalphabetic writing
systems resembled mathematics because their symbols had an ideational
value rather than merely a phonological one. Hence, language planners
sought in Hebrew, Egyptian, and Chinese a written character that had the
same universality as numerals and mathematical symbols. Each of these
languages had its proponents, and various arguments and defenses were
made regarding which language was truly more universal than the others.
Chinese was regarded at first as the most likely candidate. It was thought
that the Chinese characters were actual pictures of the thing they represented,
and that, no matter how stylized the characters had become over time, they
still corresponded to a concept that had a real-world referent. This referential
quality of Chinese characters seemed to make Chinese less corrupted by
ambiguity and redundancy. Moreover, there were accounts of the characters' universality in the Far East. In China in the Sixteenth Century: The
journals ofMatthew Ricci, I583-I6Io, Ricci, a Jesuit missionary, reported that
someone living in one province of China and speaking a dialect altogether
unintelligible to someone in another province could read and understand
the same characters. 15 For awhile, European language planners anticipated
'chat Chinese characters would remedy the confusion of tongues.
However, they soon realized that Chinese was no significant improvement over Latin. Instead of learning a few letters that could be used in an
infinite number of combinations, students would have to learn thousands of
different characters. Consequently, the initial enthusiasm over Chinese
characters soon waned. If the confusion of tongues were to be set aright, if
Latin were to be replaced as the language of learning, if science were to
have a language perfectly denotative and unambiguous, a new language
would have to be invented.
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Language planners intended to develop precisely such a language, one
without any of the disadvantages of natural languages. When language
planners first attempted to construct such a language, however, they adhered
to their models of natural language. Thus these early attempts were
grammatical. When language planners rejected natural language as a model,
they substituted mathematics and logic. Hence these later languages aspired
to be philosophical. Both these seventeenth-century language schemes
replaced humanist epistemology in matters of language with a thoroughly
empirical epistemology. This shift in epistemology occurred as language_
systems based on a universal written character were appropriated by those
attempting to make language a tool for science. I shall focus here on ·the
change from inventing a universal written character to developing a
philosophical language - one that would suit the taxonomic needs
of empirical science. I will treat four English language planners:
Francis Lodowick (1619-1694), Cave Beck (1623-1706?), George Dalgarno
(1626?-1687), and John Wilkins (1614-1672).
GRAMMATICALLY BASED UNIVERSAL WRITING SCHEMES

In 1647 Samuel Hartlib published Francis Lodowick's A Common

Writing: Whereby Two, Although Not Understanding One the Others Language,
Yet by the Helpe Thereof, May Communicate Their Minds to One Another. The
intent of Lodowick's system was to enable persons speaking different languages and having no knowledge of any language other than their own
mother tongues to communicate with one another. He hoped that his
writing system would be the means whereby people of different tongues
could communicate with the same facility enjoyed by mathematicians and
physicians, "whose numericall characters are still the same, although
described by those of differential} Languages, as the figure of five (5) is still
alike described, whether written by a Dutchman, Englishman, Frenchman,
etc." and whose "medicinal! weights are alike characterised, whether in
French, English, or Latin authors. " 16 Lodowick's system was not, therefore,
to be effable but was to be like numbers and weight measures that have a
standard ideational content irrespective of the language spoken.
In order to develop such a system, Lodowick simply adopted from
languages such as Hebrew the notion of linguistic radicals and derivatives
and gave them a pictorial form.17 He justified the universal potential of his
scheme by referring to it not as an alphabetical but as a hieroglyphic scheme.
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Each word would have its radical character, which any derivative would
employ with modifications. 18 In this scheme Lodowick explains that
radices either signify action or do not. The first type are verbal radices such
as to write, to stand. The second type of radical comprehends four subcategories: nouns; pronouns; adjectives; and the four undeclined parts of
Grammar - adverbs, prepositions, interjections, and conjunctions (1).
Nouns and adjectives derive from verbs. In establishing his types and categories, Lodowick simply appropriated and adapted the traditional eight
parts of speech to his explanation of radicals.
It is possible for one radical to bear a semantic similarity to another
radical. For example, the radix for to drink is similar to the noun drink, and
this semantic similarity is reflected in the graphic similarity of the radicals.
Consequently, Lodowick proposes that a lexicon be compiled and that all
words with similar meanings be reduced to a single radical. Verbs, he claims,
are semantically similar according to four types of affinities:
Anagogicall, as to see, and to know.
2. Synonimicall, as to la.ment, bewail, bemoan, etc.
3. Contradictionall, as to curse, to bless, etc.
4. In respect of the substance wherewith it is acted, as to
moisten, to wet, to wash, to dip, to besprinkle, to baptize;
the substance wherewith all these is acted, is moisture. (2)
1.

The affinities are signified by certain marks that interpret the radical. For
example, the verbal radical to water has one radical. However, if the radical
were meant to signify an action done by means of water such as to sprinkle
or baptize, the radical would bear the mark of the fourth affinity. Lodowick's
table is reproduced below. The symbol 8 signifies the verbal radical to make.
Each radical may be "augmented" to signify a semantic relationship derived
from the radical by one or two removes (2).
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Five additional senses can be distinguished from the verbal radical, each
with its own mark placed under the radical:

The five augmentall fignes of the lignifications of
the Verbs, are thefr.

·

"l
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Concerned that this scheme not become too cumbersome and difficult
to learn, Lodowick tried to provide a way of distinguishing subtle shades of
meaning without multiplying the number of radicals. However, his grammatical model necessitated additional categories; hence Lodowick elaborated many other distinctions, permutations, and augmentations that could
be made on the radicals, and he assigned each a mark. For example, to drink
was assigned the character-:>. This character can be augmented with many
other marks that add signification to the noun and conjugations to the
verb.
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(8, 20, 23)
In addition to these, there are marks to signify other grammatical phenomena, such as moods, tenses, participles, case, and gender. The characters with their accompanying marks can become so laden with signification
that misinterpretation is possible unless precaution is taken to insure that
each mark is in the correct place. To insure that the marks are placed correctly, Lodowick proposed that each character be written within five parallel
horizontal lines resembling a music score. The radical is written between
the second and fourth lines, and additional marks, in this case tense markers, are placed within other lines .

•

These characters denote the present, imperfect, perfect, pluperfect,
and future tenses of to drink (19, 26). Radical adverbs, prepositions, interjections, and conjunctions along with relative pronouns are to be written
between the third and fourth lines (27). As can be imagined the characters
in text could be quite cumbersome and frightful. Below, for example, are
the first eight verses of the Gospel of John written according to Lodowick's
characters:
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Lodowick's system for common writing was only one of many. It
derived in part from current discussions about languages composed of radical
words and derivatives, like Hebrew. Lodowick deliberately attempted to
imitate a hieroglyphic system rather than an alphabetical one. He realized
that his scheme was only a beginning, so he proposed that a lexicon of all
English words be collected and indexed in order that his scheme could be
functional. Yet, despite his efforts, the scheme was complex and clumsy.
For his scheme to become a working language would require the additional
task of compiling lexicons for all the vernacular languages. And there would
still remain the frustration of syntax. As interesting as it was to seventeenthcentury language planners, Lodowick's language was hopelessly unfeasible.
Other language planners tried to obviate the problems that plagued
hieroglyphic systems such as Lodowick's by adopting a different model for
their characters. In 1657 Cave Beck proposed one such writing system with
characters based on numbers. A royalist, who evidently had been at Oxford
with the garrisoned King Charles sometime during 1642-46, Beck at that
time may have heard about and become interested in the idea of a universal
character. Several scholars then at Oxford were working on a universal
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written character: Dalgarno, Ward, and Wilkins, who was co become the
primary force behind the Royal Society's interests in a philosophical writing system. It is possible, though there is no concrete evidence in support,
that Beck met Wilkins sometime during this period. It is dear, at any rate,
that Beck knew of Wilkins's interest in a universal character because he
sent Wilkins a copy of his Universal Character for criticism. And, though
Wilkins discouraged Beck from publishing the treatise, Beck thought highly
of Wilkins's similar efforts and was one of those who attempted to improve Wilkins's language scheme after the latter's death. 19 It is equally
possible chat Beck had become aware of Wilkins's interest in a universal
character from the publication of Wilkins's essay Mercury; or, The Secret and
Swift Messenger (1641). Beck and Wilkins each dearly knew the other's work.
Beck was an astute critic and continuer of Wilkins's work, while Wilkins
regarded Beck's work as nothing more than "an enigmatic way of writing
English." 20
The reason for Wilkins's disdain is not difficult to determine. Beck's
Universal Character was intended as an aid to travelers and merchants rather
than for scientific use. The full tide of Beck's work makes his purpose dear:
The Universal Character, By Which All the Nations in the World May Understand One Anothers Conceptions, Reading Out ofOne Common Writing Their
Own Mother Tongues (1657). The rest of the tide page proceeds to claim
that the use of this method may be obtained after only two hours, if the
grammatical directions are observed. The character is written in numerals
0-9, and its grammatical distinctions are made by adding letters. For example
rr743 denotes the noun "eloquence."
Beck's character is an improvement on Lodowick's scheme in several
respects: it is effable, it has a fairly complete lexicon, and it attempts to deal
with the problem of syntax. Salmon has called Beck's Universal Character
"the first complete 'Universal Character' to be printed not only in
Britain but, in all likelihood, in the whole of Europe." 21 Like Lodowick,
Beck's system is based on a numerical model. Also like Lodowick, Beck
attempted to develop his universal language scheme on grammatical
rather than philosophical principles, which is why Wilkins thought so little
of it.
Beck's preface to the reader outlines many attitudes only implicitly
stated in other works. He begins by noting how much attention has been
given to the universal character.
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This last Century of years, much hath been the discourse
and expectation of learned men, concerning the finding out of
an Universal Character, which if happily contrived, so as to avoid
all Equivocal words, Anomalous variations, and superfluous
Synonomas (with which all Languages are encumbered, and
rendered difficult to the learner) would much advantage mankind in their civil commerce, and be a singular means of propagating all sorts of Learning and true Religion in the world. 22
He then contrasts the "few weeks" it would take to master his character to
the years Latin requires, noting that Latin "is the only Language many ages
have in vain labored to make common, but hath proved attainable to few."
The remedy of this evil is the "Invention of some easy Character" that will
"direct us out of this Labyrinth of Languages" (A7v). He notes that encouragement for such a character had already been given, and the marginal
gloss identifies "Piccius," "L. Bacon," and "D. Wilkins" as those who have
made such invitations.
Beck quickly eliminates the earlier hopes for finding such a character
in natural languages. The Egyptians had a "symbolic way of writing" that
might have been of use, but it was "so hard to learn, and tedious in the
practice." The Egyptian hieroglyphics, he adds, have the problem of being
"Catachrestical" because "the Picture show[s] one thing to the eye, and a
quite different sense imposed upon it" (A8r). Likewise the Chinese have a
character that serves them but that has "no proportion or Method. " Thus
the same difficulty that characterizes Latin learning also typifies Chinese:
the immethodical nature of their characters "causes them to spend many
years, beginning in their Childhood, in learning of it" (Beck, B1v).
In contrast to the problems of Latin, Egyptian, and Chinese, Beck
states that his character would avoid the inconveniences of these languages,
while enabling the learners, if they follow his grammatical directions, to
"be perfectly Learned" in the fundamentals within "an Hour or two" (B1vB2r). Beck tells of the lexicon he added to facilitate the use of his character,
and he warns against trying to memorize the dictionary, promising that he
will publish, "within a few Months, a small Treatise, in the nature of
Comenius's ]anua, set forth with the Vulgar Language on one side, and
the Character on the other, by which a child of ten years old, learning
five sentences a day, may in four month's space be perfect in the whole
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Character" (Bu). An adult could presumably learn it even faster. The
reason his character can be learned so easily is that "it is a character that will
fright no Eye with an unusual shape" because the numbers and letters are
already known to all alike (B1v-B2r).
The significance of the preface is its deliberate attempt to offer a manmade alternative language to Egyptian and Chinese, as well as to Latin,
primarily because languages are hard to learn. In one sense the languageplanning efforts can be said to be a direct result of the failure of the schools
to teach Latin. Since the schools had been ineffective in teaching Latin, other
languages had to be sought. But in each case, the cumbersome writing
systems of these languages did not augur well for pedagogical success. The
only recourse remaining was to invent a language that could be learned and
written easily. In another sense, language-planning efforts are a witness to
the waning of rhetorical humanism. After all, there was no literature written in these artificial languages; Beck conceives them merely as a means of
communication rather than as a way to assimilate a culture. He envisages
no purpose to writing other than to transmit knowledge. Language was
pure form rather than a measure of human potential.
Despite the differences in purposes of humanist educators and language
planners, there is a familiar concept in Beck's treatise: grammar. Beck
cautions that the character can be learned quickly only if the grammatical
directions are observed, and the grammatical directions are, not surprisingly,
taken from the four categories of Latin grammar. Accordingly, chapter I is
an orthography showing how to write the numbers 0-9, letters, and marks
of punctuation. Chapters 2 through 5 teach etymology- the parts of speech,
gender, number, case, person, and tense. There are the familiar paradigms:
the number 3 denotes the verb abate, and the letter pin front signifies a noun.
The vowels mark the case, and the letter s indicates plural.
Nominative
Genitive (of)
Dative (to)
Accusative (a or the)
Vocative (o)
Ablative (from an)

an Abater(s)
an Abater(s)
an Abater(s)
Abater(s)
Abater(s)
Abater(s)

1 39

p3(s).
pa3(s).
pe3(s).
pi3(s).
po3(s).
pu3(s).
(B1v-B2r)
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The only difference in Beck's treatment of etymology is that there are seven
parts of speech rather than eight: interjection is combined with adverbs. 23
Chapter 6 is devoted to syntax, which is defined as "the joining together
of two, or more words in a sentence." Syntax is based on the traditional
Latin concepts of concord and government. Beck cautions, however, that
"howsoever the words in a Sentence be placed for Elegancy, or the Idiom of
any language, they must be reduced to a plain Grammatical order, that
their Syntax or construction may be known."
Chapter 7, the last chapter before the lexicon, deals with prosody. For
Beck "prosody teacheth how to speak and pronounce this Character" rather
than how to write verse (32). The rules for pronunciation are simple. The
sounds are taken from the English monosyllable for each of the numbers,
though somewhat simplified for foreigners:
I
2
5 6
7 8 9 0
3 4
on, too, or [to] tre, for, or [fo] fi, sic, sen, at, nin, o.

The letters are pronounced as they are in English, and rules are given for
placing stress on polysyllabic words. Beck mentions that the grammar and
lexicon had already been translated into French and expects that other
translations would shortly be made (32-34).
As mentioned earlier, these straightforward attempts to provide short
and easy learning of a universal written character were some of many
remedies to the failure of the grammar schools to teach Latin. They were
invented systems of communication derived from grammar, but, despite
the authors' claims to universality and ease of learning, how these schemes
were any improvement on natural languages is difficult to see. Lodowick's
character did not have any real advantage over Chinese, in spite of his attempts to limit the number of radicals. The many subdistinctions for each
radical seem to complicate rather than simplify the problem. And Beck's
scheme, though more complete, did not offer a feasible solution to the
problem of learning it. Learning a vocabulary consisting primarily of
numbers does not necessarily simplify the task for students. To add to the
difficulty, semantically related words sometimes have different rather than
similar numbers. For instance to fly is I940, but to jlyas to run away is uI436;
a fly, the insect, is 4I94I, an oxfly rI942, a candle fly n943, a firefly n944, a
butterfly rI945, and a Spanish horsefly is Cantharides (Gu). The only possible result would be a mind-boggling attempt to keep things straight. Both
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Lodowick's and Beck's schemes, if used, would have resulted in years of
logomachies.
PHILOSOPHICALLY BASED UNIVERSAL LANGUAGES

Many were aware of the problems of current language schemes.
Seth Ward, for example, chastised Webster for recommending that a universal character be taught in the schools. 24 Ward pointed out that since the
number of possible referents was unlimited, the potential number of characters would also have to be unlimited. An infinitude of characters could
not provide the basis for an easily learned universal character. Instead of
aligning characters to referents, he proposed that a notional alphabet be
invented consisting of a finite set of notional primes that could be combined
and arranged to form compound concepts. If the characters denoted primary
notions, rather than real-world referents, a universal language might be
developed. All that needed to be done was to reduce meaning to semantic
primes. This, he proposed, could be accomplished according to the principles
of logic and mathematics. Ward's speculation was perhaps the first conception of a universal language founded on philosophical rather than on
grammatical principles.
Though Ward first speculated about it, a Scot named George Dalgarno
was first to attempt a philosophical language. 25 Initially Dalgarno did not
intend to invent a philosophical language but to improve upon a stenography
that had come to his attention in 1657 through Faustus Norstyn, a Pole
studying at Oxford. 26 Dalgarno soon became aware not only of the many
arts of stenography published in England but also of Lodowick's Common
Writing (1647); and he had seen the manuscript of Beck's Universal Character (1657) when it had been sent to Wilkins. Dalgarno preferred Lodowick's
work but felt that it was incomplete. Hence, he attempted a more thorough
system of universal writing.
Through his associations in Oxford, Dalgarno came into contact with
three influential men who had experience in evaluating and developing
universal-language schemes. All three were members of the Oxford Philosophical Society, which would become the Royal Society of Science; all
three had interests in a philosophical language. Seth Ward had already
published his opinions on universal language in Vindiciae Academiarum.
John Wallis published Grammatica Linguae Anglicanae, the first scientific treatment of English grammar and phonology. And John Wilkins, as
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secretary of the Royal Society, would eventually shape the views on language
reform in Thomas Sprat's History ofthe Royal Society (1667) as well as the
Society's linguistic credo. All three members of the Oxford Philosophical
Society saw Dalgarno's manuscript in various stages; all influenced its
philosophical nature.
It is not clear, however, what part the three played in the actual composition of Dalgarno's manuscript. Samuel Hartlib recorded in his diary
that "Dr. Ward et Wallis are assisting a Scotchman to perfect his investigation of Real Characters." 27 Dalgarno acknowledges Ward's help on some
tables in the Ars Sign,orum (1661) , and Wilkins, in his Essay Towards a Real
Character and a Philosophical Language (1668), claims to have helped on the
same tables. As Salmon reconstructs the situation, while Dalgarno was trying
to draw up a table of his radical nouns some disagreement arose regarding
how best to go about it. Salmon speculates that because Dalgarno did not
intend a philosophical language, he was not predisposed to any philosophical ordering of the tables. In correspondence to another party, Dalgarno
explains, "Manie learned persons here advyse me to order the simple notions
in a philosophical method withal joyning the memorative helps cheiffiie
Doctor Wilkins advyses this and is taking paines himselff to put them in a
praedicamental order, this method I did choose in the beginning but thereafter deserted it. " 28
Evidently Dalgarno, having chosen not to develop a philosophical
language, reaffirmed this intention to Ward and Wilkins. Meanwhile,
however, Dalgarno's Tables of the universal character, circulating among
those in Hartlib's circle, would receive criticism by Lodowick and others.
This would cause Dalgarno to change his mind. Furthermore, Wallis, who
had told Dalgarno in late 1657 that "this Universal Character must be in the
Nature of a N ew Language," later wrote that Dalgarno had adapted the
universal character to his advice.29
In 1658 Dalgarno published an advertisement to attract subscriptions
to help finance publication of Ars Signorum. Entitled N ews to the Whole
World, of the Discovery of an Universal Character, and a New Rational
Language, the advertisement refers i~terested persons to Hartlib's house
for additional information and mentions Ward and Hartlib's friend
William Petty, but not Wilkins. The title already indicates Dalgarno's
inclusion of "a new Rational Language" in his plans, as Wilkins had
urged. 30
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Eventually Dalgarno adopted a "predicamental order" for his radical
nouns from Aristotelian logic. This methodical approach to language was
what Wilkins had recommended but Dalgarno had decided against. Yet,
despite Dalgarno's original intention to develop simply the universal
character, Salmon attributes Dalgarno' s final work, the Ars Signorum, to the
influence not only of English stenography and Hardib' s circle but especially of the members of the Oxford Philosophical Society - Ward, Wallis,
and Wilkins. 31
Dalgarno' s most explicit statement regarding those who influenced him
mentions Ward and Lodowick but fails to mention Wilkins. 32 We know
there was some contention between Dalgarno and Wilkins. Dalgarno rejected Wilkins's suggestions to adopt a predicamental order, so Wilkins
decided to do it himself, which prompted Dalgarno to complain to Hardib
that Wilkins was plagiarizing. Wilkins finally claimed credit for the philosophical order of Dalgarno' s Ars Signorum. 33 Thus the omission of Wilkins's
name in the advertisement is explicable. Dalgarno wanted to slight Wilkins.
There is no doubt, however, that Wilkins influenced Dalgarno. Since we
will want to look at Wilkins's Essay in depth, it will ~e helpful to describe
Dalgarno' s Ars Signorum.
In Ars Signorum Dalgarno had to develop a systematic way of forming
words in his new language. Two of the criticisms Dalgarno had received
from circulating the manuscript were Culpeper' s objection that in the
original Tables of the Universal Character there was no "analogy" between
the symbol and the object, and Lodowick's criticism that the characters
needed to be self-explanatory. These criticisms together with the insistence
of Ward, Wallis, and Wilkins on some kind of philosophical method made
Dalgarno resort to the predicaments from logic. Dalgarno opted for the
predicaments as they had been simplified by Petrus Ramus, who, in
Dalgarno' s judgment, was "the sharpest of the writers on logic" (Me Judice,
Logicorum Scriptorum acutissimus). 34
To arrive at a word for something in Dalgarno's Ramistic system, one
must know the predicament, subcategory, and genus of the concept to be
named. For example, the word for animosity is pot. To recognize this, a
student would have to know that animosity is an accident. The seven predicaments in Dalgarno' s scheme are as follows:

143

GRANT M. BOSWELL

Av
Hv
Ev
Iv
Ov
Yv

Vv

Ens, Res
Substantia
Accidens
Ens completum, vel concretum
Corpus
Spiritus
Compositum; id est, H omo 35

Since animosity is not self-subsistent, it does not fall under the predicament
Ens, Res. Neither is it a substance (Substantia). It is, however, a characteristic of, or something that happens to, a subject - an accident of a subject.
T he subcategories of accid ents are eight, each category being d istinguished
by an initial consonant.3 6

s
B

D
G
p
T
ST

K

Accidens Commune
Accidens Mathematicum
Accidens Physicum Generate
Accidens Qualitas sensibilis
Accidens Sensitiva
Accidens Rationale
Accidens CEconomicum
Accidens Politicum3 7

Animosity belongs to the fi fth subcategory, Accidens Sensitiva. Wi th in each
subcategory are several genera. The category Accidens Sensitiva contains nine
genera, the vowel distinguishing each genus.
PAs
PHs
PEs
Pis
POs
PYs
PUs
SPAs
SPhs

Genera/is
Motus Animalis
Sensus lnterni
Inclinatio Natura/is
Passiones Principalis
Passiones minus Principalis
Passiones Affines
Ejfectus Passionum
Alii Ejfectus3 8

Animosity belongs to the genus Passiones Principalis, a genus subdivided into
nine species, the final consonant distinguishing each species.
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porn

admiratio

pon

amor r. odium

pof

spes r. metus

pob

gaudium r. laetitia

pod

ira r. patientia

pog

pudor r. gloria

pop

aestimatio r. contempus

pot

animositas

pok

liberalitas r. parsimonia 39

The entire table, the full title of which in English reads GrammaticoPhilosophical Lexicon, or Table of Things and ofAll Simple and General Concepts Both Artificial and Natural Including Reasons and More Common Aspects
Arranged by a Practical Method, could be diagrammed in Ramistic fashion
on one page, and something approximating this may be what Dalgarno
showed Ward and Wilkins. 4o
Dalgarno explains each of the predicaments starting from the highest
degree of abstraction to the most concrete. He also deals with prepositions,
compound words, and other topics that need not concern us here. More
important is to understand Dalgarno's Ars Signorum as the crucial link in
the movement from a universal character to a philosophical language, a
language that laid claim to methodizing the relationship between words
and things as far as the latter had been classified by logic.
In conjunction with this view of language came a significant new
attitude toward elegance. Philosophical language aspires to be virtually
transparent, allowing immediate access to things. A successful philosophical language would be completely unambiguous and regular. With no irregularities and anomalies in the language, learning would be accelerated.
Students would have to learn only the system of word formation. There
would be no need of endless memorization. New words could be coined
and their significance immediately apprehended through the form of the
word itself. The elegance to be found in such a language lies in the perfect
regularity and rationality of the system: "all elegance is found in the perfect
conformity of the external logos to the internal." 41 The only truly eloquent
speaker, therefore, is the logician who can analyze language into its logical
categories. This does not mean that a peasant ignorant of logic cannot be
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understood, only that his meaning is less immediately apprehended and
less easily followed. Eloquence, therefore, consists of the most precise correspondence between word and thing.
Dalgarno even goes so far as to suggest that the illogical idioms
of ordinary speech be replaced by their logical equivalents. To effect this
reform of colloquial speech, he suggests compiling logical sentences in a
phrase book. 42 Thus Dalgarno not only would redefine eloquence, but
supplant the entire basis of humanist pedagogy. Ever since Erasmus had
written his Adages and Colloquies and recommended copybooks, schoolboys had been recording and learning pithy Latin phrases. Now all the
books of proverbs, all the phrase books, all the copybooks, all the pedagogical aids that had been developed for more than a century would be supplanted by a compilation of logical phrases. Dalgarno' s philosophical
language and the attitudes that shaped it contradicted humanist ideals.
The best seventeenth-century representative of a philosophical language,
however, is not Dalgarno' s Ars Sign.arum but Wilkins's Essay towards a Real
Character and a Philosophical Language (1668). It deliberately excludes humanist assumptions about language and arrogates humanist forms of discourse to logic and philosophical grammar. Wilkins had a prolonged interest
in language reform. His minor part in the Webster-Ward debate ofi654
does not adequately indicate the duration of Wilkins's interests in linguistic
matters. As early as 1641, Wilkins published his treatment on cryptic systems
of writing, entitled Mercury; or, The Secret and Swift Messenger: Shewing,

How a Man May with Privacy and Speed Communicate His Thoughts to a
Friend at Any Distance. Most of this work is a curious enumeration of
schemes for ciphering and deciphering messages. Chapter 13, however, is of
broader interest. Its title is "Concerning an universal! Character, that may
be legible to all nations and languages. The Benefit, and possibility of this. "
As one of the first mentions in England of a universal character, 43 this
chapter deserves attention in order to contrast Wilkins's initial interest
in a universal character with his subsequent interest in a philosophical
language.
The chapter begins with a discussion of man's fallen state. Since the
fall of Adam, man has been doubly cursed. The first curse was mankind's
subjection to labor after the expulsion from Eden. The second was the
confusion of tongues at Babel. Against the first curse, man has "Arts and
Professions."
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Against the other, the best help that we can boast of, is the
Latin tongue, and the learned languages, which by reason of
their generality, do somewhat restore us from the first confusion.
But now, if there were such an universal character, to express
things and notions, as might be legible to all people and countries, so that men of several Nations might with the same ease,
both write and read · it; his invention would be a far greater
advantage in this particular, and mightily conduce to the
spreading and promoting of all Arts and Sciences: because that
great part of our time, which is now required to the Learning of
words, might then be employed in the study of things. Nay, the
confusion at Babel might this way have been remedied, if every
one could have expressed his own meaning by the same kind of
Character. (Wilkins [1641], 105-6)
Wilkins adds that there are already nations that use this kind of a
character, referring to Chinese characters, which he believes are also understood in Japan. After mentioning several similar characters with universal
comprehension, he discusses a scheme in which "there must be as many
several characters as there are primitive words" (108-9). He notes that
Hebrew is one such language. To each primitive character, marks could be
attached to distinguish grammatical categories. Wilkins does not conceive
of this character as being effable, adding that to learn this character would
not be any more difficult than to learn any other language "because there
needs not be more signs for the expression of things, than there is now for
the expression of words. Amongst those in China and Japan, there is said to
be about seven or eight thousand" (no).
Wilkins here makes the case that the universal characters had many
advantages and no more disadvantages than a language such as Latin already
had. Universal characters could remedy the confusion of tongues, yet present
no more problem than learning Latin. This argument fails to take into
account the cultural goals the humanists were trying to accomplish though
it does intimate Wilkins's awareness of the problems in the schools.
In 1646 Wilkins published another work that demonstrates his interest
in language, a treatise on preaching entitled Ecclesiastes; or, A Discourse
Concerning the Gift ofPreaching As It Fals under the Rules ofArt. This marks
a slight departure from the rhetorical tradition in that it advocates four
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canons for preaching: method, matter, expression, and memory. The work
is important to the topic at hand insofar as it characterizes Wilkins's animosity toward rhetoric, an animosity that will show up again in Sprat's
History ofthe Royal Society, which Wilkins had a significant role in writing. 44
Wilkins claims preaching should "be plain and natural, not darkened with
the affectation of Scholastical harshness, or Rhetorical flourishes" (Wilkins
(1646], 72). Thus even before the foundation of the Royal Society, Wilkins
reveals himself already disposed against stylistic rhetoric. He would carry
this attitude with him and make it a part of the Society's credo. In the mid164os, however, his disposition against rhetoric had no theoretical justification; the justification would come when he began in earnest to work on
a real character and a philosophical language.
During the 1650s Wilkins maintained his interest in language matters,
though he was not actively engaged in developing a language scheme
until after his contact with Dalgarno in 1657. But Wilkins must have recognized the immediate appeal to scientists and educators of a methodical
(i.e., philosophical) treatment of the relationship between words and things.
And since Dalgarno had rejected his proposal to classify nouns according
to a predicamental order, Wilkins no doubt felt that he should do it himself. In the "Epistle Dedicatory" of his Essay Towards a Real Character and
a Philosophical Language (1668), Wilkins compares the efforts of the Royal
Society to develop a philosophical language with the efforts of the French
Academy and the Italian Academy to regulate their national languages.
· As part of the Society's efforts to regulate English, Wilkins sets in sequence three ratios and assigns a relative value to each: just as the general
good of humanity is more important than the specific good of particular
nations, so things are more important than words, and real knowledge is
more important than elegance of speech (Wilkins (1668], Au). Wilkins is
setting up a hierarchy of values, real knowledge, whether of things or ideas,
is valued as more important than a knack with language. The priorities
repudiate the rhetorical tradition with its emphasis on eloquence and
wisdom - wisdom, it need be added, attainable only through language
training. A philosophical language had to be based on philosophical principles, not on linguistic ones.
The hierarchy of Wilkins's values is not superficial, for language is
charged with the capacity for deceit and misrepresentation. Beside being
advantageous for science and commerce, the philosophical language will
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contribute much to the clearing of some of our Modern
differences in Religion, by unmasking many wild errors,
that shelter themselves under the disguise of affected
phrases; which being Philosophically unfolded, and rendered according to the genuine and natural importance of
Words, will appear to be inconsistencies and contradictions. And several of those pretended, mysterious, profound notions, expressed in great swelling words, whereby
some men set up for reputation, being this way examined,
will appear to be, either nonsense, or very flat and jejune.
(Brr)
Wilkins then adds if his Essay serves no other use than to expose the poverty of great swelling phrases it would be "well worth a man's pains and
study, considering the Common mischief that is done, and the many impostures and cheats that are put upon men, under the disguise of affected ·
insignificant Phrases" (Brr-Brv).
These statements clearly indicate Wilkins's antipathy to the ideals
for which rhetorical education had come to stand. His views could not
gain acceptance as long as humanistic conceptions of language prevailed,
so that in order for philosophy to take command of the humanist language curriculum, things had to be elevated over words and real knowledge had to be held in greater esteem than elegance of phrase. Language
had to be based on a foundation more solid than societal use, and content had to be wrested free of form. Wilkins's hierarchy articulates
these presuppositions necessary to develop a philosophical language.
Thus Wilkins sought to raze the old linguistic structure to make way for
the new.
In order to lay the foundation for the philosophical language as well as
to enhance his own credibility, Wilkins traces his development of the real
character, acknowledging the influence of his colleagues, most of whom
were scientists and members of th~ Royal Society. Wilkins acknowledges
the other attempts to found a universal character, but he adds that they all
made the same mistake that he had made in Mercury, in which he suggested that a universal character could be constructed after the model of a
natural language with the fewest radicals. Hebrew had been recommended
as "the fittest ground work for such a design" (Bu).
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He then explains how Ward influenced his design. It was Ward, says
Wilkins, who first set him aright regarding the errors of other learned
attempts to discover or invent a universal character by framing a language
without regard "to the nature of things" (Bu). Natural languages had been
the source of all the confusion. Not only were such languages difficult to learn
and full of deceitfulness and mischiefmaking, they were inimical to real
knowledge. Hence genuine linguistic reform could not begin with natural
languages, or with grammar, but had to be based in the philosophy of
things.
Beside "the many Private conferences" Wilkins had with Ward, he also
acknowledges the influence of Ward's public account of how a philosophical language might be developed, as given in Vindiciae Academiarum.
In addition, Wilkins describes his efforts "to give assistance to another
person, who was willing to engage in this design of framing a real Character,
from the Natural notion of things," no doubt referring to his soured relationship with Dalgarno though purposely omitting any reference to
Dalgarno by name. 4 5 Wilkins also acknowledges the influence of Francis
Willoughby, who had drawn up a taxonomy of Animals; John Ray, who
had done much work on classifying plants; and William Lloyd, who had
appended a dictionary to the Essay and suited it to the Tables. It is clear
from Wilkins's acknowledgments that his study oflanguage had become a
scientific endeavor. For Ward, Willoughby, and Ray were fellow members
with Wilkins in the Royal Society, and their participation lent scientific
credibility to the entire endeavor.
To aid the development of a philosophical language, Wilkins also
acknowledges the influence of what he calls "Natural Grammar." Natural
grammar is intended to discriminate a philosophical language from natural
languages, which are plagued with many unnecessary rules and other
inconveniences. Natural grammar would abstract the rules of language
according to philosophical principles (B2v).
The dissociation of a philosophical language from natural languages
underlies the four parts of Wilkins's book. The first part is a prolegomenon
on natural languages. The second part contains the universal philosophy.
The third part develops the philosophical (or natural) grammar. And the
final part explains the real character and philosophical language. I will briefly
summarize each of the parts in order to demonstrate Wilkins's intent to
supplant the linguistic foundation of human knowledge and behavior.
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The first part reviews the existing knowledge of comparative linguistics. But Wilkins's intent is not simply to survey the existing body of
knowledge of natural languages. His purpose is to demonstrate the inadequacy of natural languages so as to conclude that studying natural languages
will not conduce to real knowledge. 46 In order to approach his subject thus,
he proposes four lines of inquiry: Of the existing languages, which is the
original? What are "their several kinds?" What are "the various changes and
corruptions to which they are liable?" and What are "the manifold defects
belonging to them?" Through these inquiries, Wilkins intends to eliminate
the claim of any natural language to universality.
In discussing which language is the original, Wilkins say~ that "there is
scarce any subject that hath been more thoroughly scanned and debated
amongst Learned men, than the Original of Languages and Letters' (2). He
lists all the extant mother tongues. These are languages that do not derive
from, depend on, or have an affinity with each other and are to be distinguished from derivative tongues. Wilkins avers that of all the mother tongues,
Hebrew is the oldest, and that "from the several defects and imperfections
which seem to be in this Language, it may be guessed not to be the same
which was con-created with our first Parents, and spoken by Adam in
Paradise" (5). Having eliminated any one natural language as the Edenic
tongue, Wilkins takes up the questions of linguistic change and corruption
to prove that no language has remained stable since the confusion of tongues.
This inquiry is divided into three queries: (1) Whether the purest of the
mother tongues remains unchanged since the confounding .of tongues
at Babel, (2) whether and how many mother tongues have been lost, and
(3) whether and how many new languages have arisen since Babel.
To answer the first query, Wilkins traces the developments and changes
in English as it was used to record the Lord's Prayer from about A.D. 700 to
the 16n King James Bible. Beside providing a fascinating demonstration of
linguistic change, Wilkins employs an argument from historical examples
to conclude that no mother tongue has remained unchanged since Babel.
He likewise demonstrates from historical sources that many languages in
antiquity were lost and many have come into being. He concludes that
natural languages are so full of changes and corruptions that none can be
traced to the confusion of tongues at Babel (6-10).
Wilkins's final inquiry in the Essay's first section concerns the many
defects of natural languages. Considering writing systems, phonology, and
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semantics, he concludes that all languages are subject to equivocation,
synonymy, homonymy, ambiguity, and redundancy, as well as to inadequate writing systems. Therefore, in light of the need for religious harmony,
international commerce, and the advancement of knowledge, the only
remedy for the inadequacies of natural languages is a systematic, regular,
rational language with characters having a one-to-one correspondence to
their referents, referents categorized according to reason. This is possible
because "as men do generally agree in the same Principle of Reason, so do
they likewise agree in the same Internal Notion or Apprehension ofthings' (20).
Herein lies the justification for the real character: since all humans have
been endowed with reason and the same sensory apparatus, thus the annoying inconsistency of natural languages can be supplanted by the constancy of the world of things perceived by humanity. Wilkins's task then is
dear. He must suit the philosophical language to the "nature of things"
(21) .
In the Essays second part, Wilkins sets forth the hundreds of tables he
had prepared "conteining a regular enumeration and description of all those
things and notions to which names are to be assigned" (22). The general table
is quite elaborate but has been condensed into Ramistic dichotomies for
simplification. The table in full appears on the facing page.
Wilkins distinguishes between the predicaments and the first six genera, which, "by reason of their Generalness, ... are above all those common
heads of things called Predicaments" (24). Of interest is the fourth genus,
Discourse, of which Wilkins lists three kinds: Grammatical, Logical, and
Common to Both (44). In the "mixed notions of discourse belonging both
to Grammar and Logic" are Adage, Oration, Epistle, Narration, Interpretation, Translation, Paraphrase, Commentary, Epitome, Prologue, Epilogue,
Transition, Digression (49). Almost all of these "mixed notions of discourse" had been part of the humanist rhetorical tradition, and almost all
of these discursory types had been practiced by schoolboys in Renaissance
grammar schools. Of interest, therefore, is the conspicuous absence of any
reference to rhetoric. These humanist rhetorical practices have been
apportioned to grammar and logic. Thus, in Wilkins's system of a philosophical language, rhetoric has been systematically excluded. "Rhetoric" is
not even a concept admissible in Wilkins's scheme.
Whether or not Wilkins intentionally excluded rhetoric from his systematic treatment of all that was worth naming, and thus worth talking
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about, is impossible to judge, but we have seen his prolonged antipathy to
the ideals on which rhetoric depended. In the Essay, eloquence (wisdom as
recorded in learned languages), decorum (awareness of context and audience), and the social rather than philosophical foundation of language are
all denied. In addition we have Sprat's History ofthe Royal Society (1667), in
which the doctrine of things is upheld against the mere predilection for
words. And Wilkins was, as Sprat acknowledges, the hand that guided Sprat's
hand. 47 Wilkins's Essay can be seen as an antirhetoric because it replaced
rhetoric by arrogating all linguistic concerns to logic and grammar and
established an epistemological foundation in the material world rather than
in communal assent and belief. Language is a conduit for ideas; no functional
quality of language is recognized other than to transfer thoughts from one
mind to another. All hints of humanist exhortation to action are gone; all
means of affecting readers or auditors are missing.
In the third part of the Essay, "Concerning Natural Grammar," it is
interesting how Wilkins intends natural grammar to articulate the foregoing enumeration of things and notions. The universal philosophy was to
supply the matter for discourse by enumerating and describing all the things
and notions worth discoursing upon. Natural grammar would then be the
instrument for forming simple notions into complex propositions and
discourses. Philosophy has responsibility for invention, and grammar for
composition. Again, rhetoric has no place. 48
Natural grammar had to be distinguished from traditional grammar.
Just as Wilkins dissociates a philosophical language from all other languages,
so he dissociates natural grammar from instituted or particular grammar.
Traditional grammar deals only with the particulars of individual languages
and "is defined by [Julius Caesar] Scaliger to be scientia loquendi ex usu"
(Wilkins [1668], 297). Whereas institutional grammar is based in usage and
custom, a philosophical grammar is founded on general and absolute
principles inherent in all languages.
Wilkins's discussion of syntax makes the same distinction. Syntax is
defined as "the proper way of Union or right Construction of words, into
Propositions, or continued Speech." It can be divided into two kinds.
" l. That which is Customary and figurative: or 2. That which is Natural
and regular." Wilkins explains that in customary syntax words are "put
together according to a Metaphorical and tralatitious sense of them" (354).
He gives as examples phrases in Latin and English that cannot be translated

154

UNIVERSAL WRITING SYSTEMS

word for word. The customary order of speech is in contrast to the natural,
or regular, order. Wilkins writes, "That structure may be called Regular,
which is according to the natural sense and order of the words" (355). The
natural order is then given and closely approximates English word order. 49
Throughout Wilkins's treatise on language, the institutional, usual, customary, and social is discarded for the absolute, regular, natural, and
philosophical.
Not surprisingly, Wilkins cites Scotus' s Grammatica speculativa as one
of his sources. The speculative tradition of medieval grammar is particularly apt for Wilkins's purpose. The "speculum," or mirror, which grammar
employs should accurately reflect the material world. 50 Hence, in a very real
sense, Wilkins is trying to reintroduce the Scholastic grammatical tradition,
one that the humanists found entirely useless. 51
The fourth part of the Essay, "Concerning a Real Character and a
Philosophical Language," applies parts 2 and 3. The character here is termed
"Real" rather than "Universal" as in other schemes because this character
corresponds to the real categories of things and notions outlined in part 2.
It is a philosophical language because it is based in general principles and is
consistent, systematic, rational. It avoids the problems of natural languages,
is designed to be effable, and has its own writing system. For each of the
forty genera there are marks that provide ways of demarcating differences and
species. Below is the Lord's Prayer written in Wilkins's Real Character:

The Lords Frayer.
Ha, coba 'd'd ,a ril _dad, ha bctb, ,o f'dymta, ha falba ,o vc:lcci., ha
talb, ,o vemg'd, m'd nl dady me r'1 dad 10 veJp, rctl ai ril , poto hcu
Caba vacy, na r.o f'deldy'd$ lal a, ha. balgas me ana f'dcldy'ds !al

c, 'd'd ,a vct.lgas r'd cu cam, ,o vclco a., rctl bedodl'd oil ,o c'dalbo
_co lal vagaue, nor ctl (alba, na al tad~ na al tadala ,a ha pi'dbX'd
QJ

m'd

,o.

·

(Wilkins [1668], 421)
After demonstrating the character, Wilkins compares the "euphonicalness" of his language to that of forty-nine other languages. Wilkins finds
his philosophical language compares with the best of them and in addition
to its euphony is also easy to learn, unlike natural languages. His philosophical language has the added advantage that "every Word [is] a
description of the thing signified by it; Every Letter [is] significant, either as
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to the Nature of the Thing, or the Grammatical Variations of the Word which
cannot be said of any of the rest; besides the constant Analogy observed in
all kind of Derivations and Inflexions" {440). The philosophical language is
better than any other because it is iconic to the world of things and is
systematic without exception.
Finally, Wilkins compares his language to Latin, Chinese characters,
and other attempts at a universal character. In every way Wilkins feels his
philosophical language outdistances its competitors. And on the final pages
Wilkins reasserts with particular emphasis the ease of learning his language
over learning Latin.
Now for the Latin Grammar, it doth in the common way of
Teaching take up several of our first years, not without great
toyl and vexation of the mind, under the hard tyranny of the
School, before we arrive to a tolerable skill in it. ... So that
by this it appears, that in point of easiness betwixt this and
Latin, there is a proportion of one to forty; that is, a man of an
ordinary capacity may more easily learn to express himself this
way in one Month, than he can by the Latin in forty Months.
(453-54)
What began as a problem of teaching schoolboys Latin in the grammar
schools developed into a philosophical language intended to replace Latin
as the language of learning and to suit the needs of the empirical science.
Along the way, however, the manner in which language was conceived
changed drastically. In part this change was a result of empirical philosophy,
but it was also a result of reforming language pedagogy. These two influences
converged in a philosophical language.
Even more significant than the ways languages were taught were the
assumptions that lay behind languages. For the humanist educators, language
was always governed by use, custom, and societal conventions. For the
language planners, language had to be regulated, systematized, and
decontextualized. The first step necessary was to divide language into form
and content, words and things. Things were given priority and associated
with the material word that was stable, constant, and analyzable. Once
things had been classified systematically, it was a matter of assigning words
to things. To insure a perfect match, words were made an object, something
that could be sculpted to fit a referent.
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Once language had become an object of scientific study it too could be
classified and general principles drawn from it. Thus, as it became more
an object of study, language lost its social foundation - so important to
humanists - became decontextualized, and was reduced to a vehicle for
transmitting thoughts about things. The new epistemology stipulated that
knowledge and human action were not affected in any way by language.
Knowledge inhered in things, and human action remained inexplicable
until Locke's Essay Concerning Human Understanding (1693) gave it a psychological foundation. All the premises upon which rhetoric was built and
flourished in the sixteenth century were bit by bit undercut until rhetoric
could be excluded from Wilkins's Essay and railed against in Sprat's History
without so much as a significant defense. 52
In many respects the language-planning movement was the antithesis
of rhetorical humanism, but the antirhetorical character of the seventeenthcentury language reforms was motivated. The motivation is manifest in the
subtle realignment of the language arts curriculum first to allow grammar
to assert itself as the predominant linguistic discipline, then, with the language planners, to allow philosophy to vie for the spot. Attempts both by
grammar and philosophy to impose order on language cannot be seen apart
from the political context. The linguistic willfulness of the grammar schools
and the religious turmoil of the midcentury were associated in seventeenthcentury minds. We have seen how Wilkins blamed uncontrolled discourse
for the religious disputes of his day. Thus, the attempts to replace rhetoric
as the metalinguistic discipline are attempts to restore order not only to
language but to the commonwealth. 53 This attempt to control people, by
controlling their language, is at the base of the antirhetorical language reforms.
Rhetoric, especially humanist rhetoric, sought to endow humans with
a capacity that would have social impact - what the humanists meant
by virtu. The humanists assumed, perhaps naively, that the social impact
of eloquent men would be salutary. But, history does not bear out this
assumption. Bouwsma reminds us that it was the wars and dissensions in
Italy that preempted rhetoric and brought philosophy back into favor (43738). As the conflicts in England came to civil war, the competence rhetoric
had striven to give students was tacitly blamed for the problems. In this
sense the antirhetorical nature of the language-planning enterprise sought
to restore order not only to the pedagogical confusion of the schools but
also to the social and religious confusion of the seventeenth century.
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GENERAL
John Onians, Bearers of Meaning: The Classical Orders in Antiquity, the Middle
Ages, and the Renaissance, Princeton University Press, 1988.
This unusual and stimulating book on architectural history will prove useful
historians interested in the visual mise-en-scene of the upper social strata of
European culture before 1600. Initially the author's subject may seem dauntingly
narrow, as this is a tightly structured and highly particularized examination of only
the architectural orders. Readily characterized by their distinctive capital shapes,
the original Hellenic trio of Doric, Ionic, Corinthian, together with the two essentially Roman contributions, Tuscan and Composite, are ubiquitous and today ·
represent the most easily recognized and all-pervasive attributes of classical civilization. Although John Onians's book is certainly not the first monographic
examination of the classical orders, it is considerably more ambitious in its historical scope than are, for instance, the two classic studies of Erik Forssman (Saule und
Ornament, 1956; Dorisch, Ionisch, Korintisch, 1961), the scope of which was narrowed co an examination of the usage of the orders from the sixteenth to eighteenth centuries. Onians, by contrast, surveys the entirety of the historical
employment of these supportive devices - from sixth-century B.C. Greece to midsixteenth-century Italy.
The sense of meaning began with the Greek writers, who clearly ascribed an
anthropomorphic significance to the columns, seeing chem often as representatives of moralized, masculine vs. feminine, qualities. For Europeans, however, the
impact of Greek architecture and art was felt only through the distinctively Roman translations of the canonic forms - and their purposes were rather more rhetorical than strictly aesthetic. Onians's detailed (and very well illustrated, both
pictorially and textually) discussion of the use of the classical orders during the
medieval period is, to the best of my knowledge, the most thorough to date, culminating in his convincingly moralized interpretation of Giotto's architectural settings for the frescos in the Scrovegni Chapel in Padua. Similarly original is Onians' s
evaluation of the first kind of Renaissance architectural classicism, Brunelleschi's,
which Onians treats as a specifically Tuscan-nationalistic (vs. antiquarian Roman)
kind of rhetoric. Also useful are new evaluations of the theoretical writings of
to
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L.B. Alberti, ii Filarete, Francesco di Giorgio, Francesco Colonna, and Luca Pacioli,
followed by new and comprehensive interpretations of the High Renaissance architects in Rome who did not write about their works, namely, Bramante and Raphael.
The book concludes with an absolutely superb study of the Venetian milieu as
based upon the scenographic prescriptions given in Sebastiano Serlio's immensely
influential architectural treatise.
As readers reach the conclusion of the book they are left a bit bereft, wishing
the erudite and imaginative author had carried his eye-opening story of all these
varied "bearers of meaning" right up to the present day. Just think of the implications
of this approach for a minutiae-grounded analysis of the supportive details of
postmodernist architecture!
John F. Moffitt
New Mexico State University

MEDIEVAL
Charles Dahlberg, The Literature of Unlikeness, University Press of New England, .
1988.

In The Literature of Unlikeness, Charles Dahlberg traces what he perceives to
be the underlying influence of Augustine's concept of the fallen world as a "land of
unlikeness" (regio dissimilitudinis) on later medieval works. Although admitting
that the concept "does not offer a unified field theory for medieval literature,"
Dahlberg claims it was a "persistent idea" (ix). Essential to his argument is his
belief in an "underlying coherence of outlook" among medieval writers and readers. The influence of D. W. Robertson and his followers thus pervades this work in
the same way that Augustine is said to pervade more than a dozen works from
Boethius to Malory.
Augustine's "land of unlikeness" ( Confessions 7.10) is a spatio-temporal metaphor for man's state of physical and spiritual "far-offness" from God. For Dahlberg
it evokes a double significance, thematic and stylistic; hence its advantage over the
more limited terms of allegory, irony, or metaphor. He explores its thematic manifestation in Boethius's Consolation, Chaucer's Boethian ballads, and Beowulfand its
stylistic consequences in, among others, Chretien's Chevalier de la charrette,
Guillaume de Lorris and Jean de Meung's Roman de la rose, and Chaucer's Troilus.
Much of Dahlberg's detailed study of particular works contains interesting
and perceptive comments, but often it wanders from the subject under discussion.
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More serious, the actual relevance of the phrase itself, "the land of unlikeness," to
these works is not convincingly demonstrated. This is quite simply because few
reflect it directly. Dahlberg is thus forced to fall back on the evidence of "parallel
ideas" to argue his point. For example, few readers would deny that Beowulfexplores,
among others, the theme of kingship, of the relationship between the two worlds
of the public political life and the inner private one, yet readers are led by a circuitous
route through Plato, Pseudo-Cyprian, and others in Dahlberg's attempt to explain
the two spheres in terms of Augustine's metaphor. In the discussion of Chretien's
Chevalier de la charrette, Dahlberg starts with the undeniable images of topsy-turvy
in Arthur's court, in Logres, and in Gorre but then disappointingly wanders off
into the realm of implication and tenuous connection with Cistercian "land of
unlikeness" images of forest, water, and wilderness. The analysis of the Roman de
la rose and its "garden of unlikeness" takes a rather different direction. Here,
Dahlberg explores a "stylistic consequence" of Augustine's metaphor: the creation
of a contradicting "self' that takes the form of a first-person voice containing all
the poem's other voices. What follows makes for rewarding reading, and the parallels with Augustine are more convincing, perhaps because the shadow of the
Confessions as a whole looms larger. With the chapter on Chaucer's Troilus, however, we return to shakier ground. Dahlberg states that in Chaucer the "use of first
person reflects in its stylistic variations the ambiguities of the land of unlikeness'.'
(125). The verb rtjlectsshould surely be replaced by the phrase is similar to. For this
reviewer, Augustine's image of the world as a "land of unlikeness" fraught with
ambiguities is no more than "similar to" the worlds of Beowulf, Lancelot, Troilus,
and the poet-narrators of the other works discussed by Dahlberg. But then, to
recognize an underlying, more direct relationship, one that connects such a wide
and diverse range of works, is to accept Dahlberg's concept of an "underlying
coherence of outlook" in medieval literature. Such a concept, in the light of
today's developments in literary criticism, is becoming increasingly difficult to
maintain.
Brenda M. Hosington
Universite de Montreal
Henry Ansgar Kelly, Tragedy and Comedy from Dante to Pseudo-Dante, University
of California Press, 1989.
Why did Dante Alighieri call his longest poem a comedy? H . A. Kelly's impressively documented monograph - divided into seven short chapters, three erudite
appendixes, and two helpful indexes - seeks primarily to address this conundrum
that has perplexed scholars for centuries. (Kelly concludes, on page 72, that "Dante
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himself discriminated between tragedy and comedy primarily on the basis of style
and subject matter, ... comedy having middle or low style and an undisclosed
subject mater.") But other critical issues quickly surface and are forthrightly addressed as well: Do the poet's indisputably authentic writings offer the only valid
clues to solving the problem? (No, early commentary tradition is instructive.) What,
then, are scholars to make of the rationales given by contemporary, fourteenthcentury interpreters of the Commedia? (Their evidence must be weighed against
Dante's own writings.) And most perplexing of all, what credence, if any, should
we give to the controversial Letter to Can Grande? (Dante did not write it; therefore, its information must no longer be privileged.) Kelly's response to the last
query will undoubtedly generate the most interest in his findings and will be the
focus of concern in this brief review.
A generation of American Dante scholars for the most part has either tacitly
accepted or openly embraced Charles S. Singleton's assumption, recorded in Dante
Studies I (1954), that Dante composed the Letter to Can Grande, which insists on a
fourfold allegorical interpretation of the Commedia. But recent independent
analyses of the Can Grande letter's prose rhythms by Peter Dronke (Dante and
Medieval Latin Traditions, 1986), Ralph G. Hall and myself (Lectura Dantis 5
[Fall 1989]), and now Professor Kelly have shown, via scrutiny of cursus patterns, that
Dante almost certainly did not propose or exalt the fourfold allegorical interpretation as the key to his major work. Some American Dantists whose belief in the Can
Grande letter's authenticity is a matter of printed record have reacted bitterly to
the news, even preferring ad hominem attacks to an examination of the letter's
clausulae. To those willing to approach the subject open-mindedly, Kelly presents
what I hail as indisputable clausular and statistical evidence of the letter's forgery
(see especially appendixes 2 and 3) and pleads that we "put behind us the gropings
in the dark encapsulated in the spurious Epistle to Cangrande . . . and return to Dante
himself' (76) .
Kelly's ambitious review of the early commentators - including Guido da
Pisa, Jacopo della Lana, Jacopo and Pietro Alighieri, Andrea Lancia, Alberigo da
Rosciate, Guglielmo Maramauro, Giovanni Boccaccio, Benvenuto da lmola,
Francesco da Buti, the Anonimo Fiorentino, and Filippo Villani - demonstrates
that much pertinent information about Dante's age remains to be gleaned from
such sources. Furthermore, it shows that Kelly's remarkable knowledge of Dante
commentators of the trecento ranks with that of Robert Hollander and Luis JenaroMacLennan.
Although Tragedy and Comedy from Dante to Pseudo-Dante is not always as
cogently argued as I would have hoped, nor as convincing as it could have been in
its conclusions about the number of hands involved in the Letter to Can Grande, the
study nevertheless marshals a marvelous array of erudition in its 134 pages. I believe
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it should be required reading for all Dante scholars, but especially for Singletonians
or anyone with a mania for allegorizing each verse of the Commedia.
Madison U. Sowell
Brigham Young University
A.

J. Pollard,

The Wars ofthe Roses, St. Martin's Press, 1988.

For many Americans, the image of the so-called Wars of the Roses is that
found in Shakespeare's plays. It is one of violent dynastic civil war in which the
Lancastrian and Yorkist branches of the royal family destroy each other to be replaced by the house of Tudor. Shakespeare's portrayal had come from the Yorkist
explanation of the fifteenth century as an era of anarchy begun by Henry iv's
deposition of Richard II in 1399. While writers, since the fifteenth century, have
examined the Wars of the Roses, only in the past thirty years have the wars come
under intense scrutiny; This recent scholarship forms the foundation for A. J.
Pollard's u2-page essay. The focus of Pollard's consideration of these wars is political; he dearly points out that he is not writing either a military or cultural
history; however, this actually does not exclude these subjects from his discussion.
In five chapters, Pollard examines the wars' historiography, conduct, causes,
magnitude, and aftereffects.
Much of the wars' historiography has been centered on the two topics of their
cause or causes and their impact on fifteenth-century England. Edward IV's characterization of the first sixty years of the century as a period of anarchy arising from
Richard n 's deposition became the core of historical interpretation of the wars
until the 1870s. At the center of this anarchy was dynastic factional civil war. Beginning with J. R. Green in 1874, some historians started to point out that large
segments of the society appeared to have been unaffected by the factional strife
around them. In this century a mountain of historical studies treating the wars has
welled up to assist as well as confront today's students of the period. While present
historians debate the size, character, and impact of the wars, they agree on usit?-g
the term "Wars of the Roses," on not using "Lancastrian" and "Yorkist" to describe the political factions of the day, on discussing the wars as political history,
and on viewing the period 1450-1530 as having a unity.
For Pollard the Wars of the Roses are two in number. The first war had two
stages, 1459-64 and 1469-71, in which the Lancastrian and Yorkist branches of the
royal house fought to control the throne. The second war, 1483-87, pitted York and
Tudor in a struggle for the throne. Both wars included private vendettas (many of
which were outside the royal family's feuds), dynastic conflict, and factional strife
between the "ins" and the "outs." Although all three of these characteristics came
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to have an element of blood feud in chem, recent explanations of the causes of the
wars are concerned with other factors.
To understand the causes of the first war, Pollard notes chat they must be seen
as long-term, short-term, and immediate. The long-term causes are the shift in the
king's relationship with his greater subjects and the role of bastard feudalism in
this. From 1340 the stature of the greater landlords increased, while the central
government's involvement in local affairs decreased, allowing the landed aristocracy to expand control over the countryside. Bastard feudalism, an instrument
employed by the magnates in county affairs, is thought by Pollard to be neutral as
a cause of disorder in the Wars of the Roses. More important was Henry VI' s
ineffectuality as a king. In the short term, the contracting economy and various
financial problems of both the crown and the nobility added to the instability of
the midfifteench century. Then in the 1450s the loss of France brought forth recriminations that undermined Henry VI' s government. In the midst of these,
questions appeared about Henry's right to be king, which questions Richard, duke
of York, finally took up in 1460. The immediate cause is now seen as Henry VI's
incompetence. The basic cause of the second war was Richard of Gloucester's
usurpation of his nephew's throne. Gloucester's action interrupted the recovery of
royal authority that had begun under Edward IV.
Debate has raged over the scale of the wars. U mil a century ago, the portrayal
of the wars was one of massive destruction. More recently, representations that the
campaigning lasted only about thirteen weeks (W. H. Dunham in 1955, andJ. R.
Lander in 1964) have been revised upward to sixty-one weeks by Anthony Goodman. Pollard believes that military activity actually had armies in the field for
periods totaling somewhat over two years. Discussions of the numbers involved
has tended to revise the overall numbers downward so chat armies are now seen as
being small, and at the same time the estimate of the number of nobles who fought
is perceived as being slightly larger than the estimate made twenty years ago.
With Richard m's death at Bosworth came Henry VII's recovery of royal authority that was personal rather than institutional. He, in fact, continued traditional methods of governing that would serve until the 1530s.
At the close of his essay, Pollard calls to our attention chat England was not
alone in suffering a series of civil wars in the middle of the fifteenth century.
Scotland, France, and Spain all had chem, and they appear outwardly quite similar. Pollard raises an extremely important point here chat medievalists should take
note of. The happenings in a single kingdom or region need to be connected with
the wider context of general European experience.
As a historian of the Wydeville family, chis reviewer feels it necessary to mention one minor error that crops up in several places: calling Sir Edward Wydeville
"Earl Rivers" is incorrect, as he never held chis title. On a much more positive

168

BOOK REVIEWS

note, Pollard's little book is recommended reading for all who wish to know the
present state of scholarly research on the Wars of the Roses.
K. G. Madison
Iowa State University

Michael Richter, Medieval Ireland· The Enduring Tradition, St. Martin's Press, 1988.

Medieval Ireland is Michael Richter's English version of Irland im Mittelalter:
Kultur und Geschichte, first published in 1983. This introduction to Irish histoty from
earliest times to 1500 provides what the author calls "an alternative view of Irish
history in the Middle Ages" (x).
After a brief introduction of the Celts, Richter moves into the main portion of
the book: early Ireland (before ca. A. O. 500), Ireland in the first part of the Middle
Ages (ca. A.O. 500-1100), and Ireland in the second part of the Middle Ages (ca.
1100-1500). The first section concerns early Ireland when it was ruled by numerous
kings with varying amounts of power and territory. Especially important was the
rise of the Ui Neill clan, which rose to power over several centuries without, however,
ever gaining control over all oflreland. The second section concentrates primarily
on the arrival and growth of Christianity. Much of the very early period is surrounded by myth and contradictions, which Richter tries to explain. He also discusses the foundations of monasteries and some of the most famous Irish monks,
especially Colum Cille and Columbanus, and the eighth-century Church reforms.
The last section shows the English influence in the High and late Middle
Ages, discussing modern conflicts between Irish and English interpretations of
Irish history and testing Richter's claim to an account more balanced than either
an Irishman or Englishman could provide. The section covers the position of
Ireland as a center of pilgrimage and trade, something often not realized by those
who see it as an outlying area beyond Europe and England. The last third of the
book is devoted to the period under English rule. The rule was not complete, nor
were the structures implemented for it adequate, since no new offices were created
to meet the different needs of ruling Ireland. Richter makes the point that it is not
surprising that the system failed in the long run; rather, it is surprising that it
worked as long as it did. Of great importance was the fact that there was no ruler
regularly present, nor were competent bureaucrats sent there or left there to rule.
England's struggles with F ranee drew its attention from Ireland and offered greater
profit. Under the Tudors and the Stuarts, Ireland was finally conquered and became
a colony.
A book as brief as this can give no more than an overview oflrish history, but
it provides the reader with an excellent and readable introduction to that history.
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To the medievalist, whether or not one is an Irish or English specialist, it provides
a good introduction to a region that was very important in medieval European
history.
Kristine T. Utterback
University of Wyoming
Guillaume de Machaut, Le jugement du roy de Brehaigne and Remede de fortune,
· ed. James I. Wimsatt and William W. Kibler, The Chaucer Library, University of
Georgia Press, 1988.
Le but de la collection "The Chaucer Library" est de presenter !es ocuvres, soit
classiques soit medievales, que Chaucer connut, traduisit, ou employa dans ses
ecrits. Et !es deux poemes de Machaut, presentes dans cet ouvrage, font partie des
sources chauceriennes.
Vers le milieu du quatorzieme siecle, apparaissent, avec Machaut (ca. 1300-77),
des genres lyriques nouveaux, dit "poemes a formes fixes," qu'il va repandre et
imposer. Machaut est le metricien et le chef de ce qu'on appelle a l'epoque la
"nouvelle rhetorique" (art d ' ecrire en vers). Cette nouvelle ecole poetique dominera
le lyrisme fran~ais pendant deux cents ans environ. Le nom du poete est attache
egalement a une nouvelle forme de romans en vers, !es Dits, dont nous trouvons ici
deux exemples. Machaut compose un grand nombre de poemes lyriques pour
lesquels ii ecrira egalement la musique. Musicien revolutionnaire et promoteur de
l'Ars nova, le rythme poetique commande, chez Machaut, le rythme musical.
Cette nouvelle edition de deux des "dits amoureux" de Guillaume de Machaut,
la premiere apara1tre depuis leur edition unique dans !es CEuvres, publiees par Ernest
Hoepffner en 1908-21, est certainement la bienvenue rant pour !es medievistes
fran~ais que pour !es chauceriens, car I' edition Hoepffner, excellente ason epoque,
est aujourd'hui datee et la majorite des editions plus recentes s'est occupee presque
uniquement de I' ocuvre musicale de notre auteur.
De plus, cette edition de deux poemes, classes parmi !es plus importants et
peut-etre !es plus beaux de leur epoque, ne pourra que plaire rant aux chercheurs
qu' aux ensignants de la litterature car elle contient une traduction anglaise qui
reproduit en grande partie le charme de I' orginal, et tout un appareil de notes
critiques. Les variants de divers manuscrits et la notation numerique des vers ainsi
que celle des folios du manuscrit y apparaissent egalement.
Une analyse du contenu, des sources, et de !'influence de chacun des "dits
amoureux" publies dans cette edition nous permet de !es mieux connaitre. Le choix
du manuscrit qui a servi de base pour la publication est explique en detail et est
suivi d'une analyse des manuscrits que possedait Chaucer. Les manuscrits des deux
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dits sont ensuite analyses, decrits et commences, analyse suivie de la description de
I' emploi que fit Chaucer de ces textes.
L'incroduction offre un petit aperc;:u de la vie et de la carriere de Machaut,
ainsi que de son reuvre, puis quelques notes sur sa contribution a la litterature
franc;:aise. Les appendices contiennent, le premier, une etude sur la partie musicale
du Remede de fortune, accompagnee de sa transcription moderne, et le second, une
recherche sur !es miniatures du manuscrit C de ce meme Remede, suivie de leur
reproduction en noir et blanc.
Les medievistes doivent etre reconnaisants aMM. Wimsatt et Kibler du travail
fourni pour cette edition.
Josette Britte-Ashford
Brigham Young University
Suzanne Noffke, O.P., trans., The Letters ofSt. Catherine ofSiena, Vol. 1, Medieval and Renaissance Texts and Studies, 1988.
In a series of publications from 1914 to 1948, Robert Fawtier repeatedly stunned
scholars devoted to the study of St. Catherine of Siena by publishing a number of
her previously unedited letters and by attacking "myths" concerning her life and
work. Italian scholars, who rejected many of Fawtier's conclusions, responded to
his challenge by intensifying their research efforts. Thus was born a new age in
Catherinian studies, of which the present volume represents a culmination of sorts.
Stimulated by Fawtier, the Instituto Storico Italiano peril Medio Evo invited
the Catherinian scholar Eugenio Dupre Theseider in 1928 to undertake the first
thorough and complete edition of her letters. Although he published much about
Catherine, Dupre Theseider completed only the first volume of the letters, which
appeared in 1940 and contained eighty-eight letters dating from about 1372 to 1376.
After Dupre Theseider's death, in 1975, Antonio Volpato undertook the completion of the project at the invitation of the Instituto. The present work is closely
tied to this tradition and represents in many ways a presentation in English of the
work of Dupre Theseider and Volpato.
St. Catherine of Siena ranks as one of the most important figures of the
fourteenth century for several reasons. Her deep spirituality- she was a stigmatic inspired her contemporaries and has served as a reservoir of spiritual inspiration
for over six hundred years. She is a valuable source concerning the war between
Florence and the papacy. But most importantly, she is credited with convincing
Gregory XI to return the papacy to Rome from Avignon. Some argue that she also .
bears a share of the responsibility for the Great Schism, which followed. As her
other writing consist only of The Dialogue and The Prayers, both spiritual works,
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Catherine's letters are the best source of historical information about her and her
role in events.
The present edition, by Suzanne Noffke, the first of four volumes devoted to
editing and translating Catherine's letters into English, is very welcome because of
the accessibility it provides to Catherine as a person and to her role in history. The
edition affords the reader considerable assistance: two maps, an introduction, a
chronology of Catherine's life, historical and textual notes, an appendix that describes each manuscript, and one that shows the distribution of the letters in the
manuscripts. Each of the eighty-eight letters has its own short but useful introduction. When complete, the four volumes will comprise all 382 extant letters. The
letters are published in their entirety, although they irretrievably lost some of their
content in early transcriptions. The translations are written in clear and readable
English; no Latin texts are provided. The introduction provides a good background
for reading the letters, although the reader would prefer more coverage of the role
of Catherine in the return of the papacy from Avignon and what blame she might
have for causing the Great Schism. Also, the introduction tantalizes the reader by
taking up the subject of Catherine as a woman only to drop it in the short space of
two paragraphs. But these are minor problems. Noffke's work in this edition is
thorough and competent. She has studied Catherine for many years and has translated The Dialogue (1980) and The Prayers (1983) . We look forward to the completion of the translations of the letters.
Francis X. Hartigan
University of Nevada-Reno
David Nicholas, The Van Arteveldes of Ghent: The Varieties of Vendetta and the
Hero in History, Cornell University Press, 1988.

In less than three years David Nicholas has produced three major works on
fourteenth-century Ghent. In The Domestic Life of a Medieval City: Women,
Children and Family in Fourteenth-Century Ghent (Lincoln: University of
Nebraska Press, 1985), Nicholas discusses the town's social history. In The Metamorphosis of a Medieval City: Ghent in the Age of the Arteveldes, I302-I390 (Lincoln:
University of Nebraska Press, 1987), he tackles its economic history. Now in The Van
Arteveldes ofGhent: The Varieties of Vendetta and the Hero in History, Nicholas has
turned his thoughts to the political history of this very important Flemish town.
Of the two earlier works Nicholas' s economic history received the fewer criticisms; his social history has some detractors, although to be fair it is criticized less
for its evidence and more for its lack of conventional social-history approach. Although The Van Arteveldes of Ghent is not as provocative as Nicholas's economic
172

BOOK REVIEWS

history, it will also not incur the amount of criticism that his social history
received.
In short, Nicholas has written a commendable but slightly flawed book.
His topic is interesting but extremely complicated. By the fourteenth century,
Ghent, the second-most populated and perhaps the wealthiest town in northern
Europe, was beginning to erupt in political and economic rebellion. Tied politically by its committal obligation to France and economically by is cloth industry
to England, Ghent was a focal point in the early stages of the Hundred Years War.
By the end of the century two major but hopeless rebellions attempted to break it
from France's grasp in favorofEnglish-allied independence, first in 1338-45 and later
in 1379- 85. Both were led by members of the van Artevelde family, James van
Artevelde and his son Philip, respectively; and both father and son died in these
rebellions.
With this latest book, Nicholas has attempted to describe this period of Ghent's
history by focusing on the life of this very important family. Well versed in the
extensive archival records of Flanders, he has gathered every significant document
dealing with the family, its allies, and enemies. From these documents he has put
together a picture of their political influence. For this effort Nicholas should be
praised, as much of this information is new and helps to explain the van Arteveldes'
sources of power. Few nonarchival records are used, resulting in a somewhat duller
recounting of the story than might otherwise have been the case. There are several
contemporary narrative sources that discuss James and Philip with much lively
and anecdotal commentary; yet few of these are used by Nicholas. In fact, so little
attention is paid to contemporary nonarchival records that only Jean Froissart is
mentioned by name or cited by work.
Without the narrative side of the van Arteveldes' tale, it is difficult to gain a
complete picture of their role in the fourteepth-century Ghent rebellions. It is
equally difficult to understand fully Nicholas' s purpose in writing this book. If it is
to decide the role of vendetta in the van Arteveldes' political roles or to determine
whether they were heroes, as the subtitle of the book suggests, archival sources
alone cannot provide definitive conclusions. For example, although archival records
may attest to the personal violence of James and Philip, a point that Nicholas
chooses to emphasize, they simply cannot illuminate fully the motives behind such
violence. As such, The Van Arteveldes of Ghent remains disappointingly incomplete. While his work is valuable for the archival information it contains, much
more remains to be said about James and Philip van Artevelde and their historical
place in Ghent.
Kelly DeVries
Wilfrid Laurier Universiry
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Julian N. Wasserman and Lois Roney, eds., Sign, Sentence Discourse: Language in
Medieval Thought and Literature, Syracuse University Press, 1989.
David W. Hiscoe confesses that "medievalists have reacted to semiotics ...
with tittering scepticism, self-satisfied indignation, bellowing outrage - and with a
growing sense that we have been given a lens that can for the first time focus clearly
much in medieval literature that in the past seemed diffuse or vaguely puzzling"
(228). This ambivalence regarding the companionship of modern literary theory and
medieval literature will be resolved once and for all by Sign, Sentence Discourse:
Language in Medieval Thought and Literature. The sixteen essays collected in the
volume furnish constructive case studies in critical reading and methodology and
validate Jonathan Culler's claim that "the advent of semiotics has helped to reveal
. . . that what had previously been sneered at as medieval scholasticism was in
many respects a subtle and highly developed theory of signs" (In Pursuit ofSigns, 22).
The book's superb organization, the helpful introductions by the editors, and the
challenging though not obscure essays composed by critics who possess an admirable
range of experience and critical perspectives offer both specialists and nonspecialists
a valuable lesson in reading.
Michel Foucault has noted that Cervantes's Donf2Eixote is "a negative of the
Renaissance world; ... resemblances and signs have dissolved their former alliance;
. . . words wander off on their own, without content, without resemblance to fill
their emptiness ... . The written word and things no longer resemble one another"
( The Order of Things, 47-48). Julian Wasserman and Lois Roney's collection
demonstrates beyond debate that the linguistic skepticism Foucault associates with
the baroque had is origins in the late Middle Ages. In fact, the book confirms what
Schiller described two hundred years ago: ancient or classical art is "naive," while
modern literature (beginning with the Middle Ages) is "sentimental"; chat is, it is
imbued with an extraordinarily ironic self-consciousness about its own means of
expression.
The book demonstrates medieval writers' awareness chat language's only stability can be found in the consistent unfolding of the instability of the posdapsarian
world, a world that in the Middle Ages was not just a cultural emblem but a longedfor lost reality. The picture presented of the Middle Ages shatters the naive myth
of a monolithic period, stable in social structures and stagnate in ideology: it is a
labyrinthine world composed of signs that confuse and direct, refer and defer, but
that always elevate reader and writer co a higher degree of consciousness.
The essays represent a variety of perspectives and critical methodologies chat
offer new insights co seminal texts (by Chaucer, Dante, Chretien, Gower, Juan
Ruiz), at the same time suggesting creative approaches to the entire corpus of
medieval literature. The book also presents a helpful synthesis of "applied theory,"
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demonstrating the interrelationship between Rezeption-Asthetic, semiotics, and
deconstruction, and proving the usefulness of these approaches in formulating
new questions readers may ask of texts. Together with the "new historical" criticism, this collection will help map fruitful alternatives to traditional philological
approaches to medieval literature.
John R. Rosenberg
Brigham Young University
John Cummins, The Hound and the Hawk: The Art of Medieval Hunting,
St. Martin's Press, 1988.
It is a pleasure to review The Hound and the Hawk: The Art of Medieval
Hunting by John Cummins, a book that belongs in every university library.
Cummins has written the first serious introduction to this important topic, well
researched, well written, jargon free, and useful to scholar and general reader alike.
Chapters on specific prey are interspersed with chapters on hunting techniques,
symbolism, music, food, medicine, weapons, and the life and training of professional huntsmen, especially falconers. Game animals discussed are deer, boar, hare,
bear, wolf, fox, otter, lynx, and badger.
There are five appendixes with translations of French and English hunting
accounts, Alfonso XI of Castile's Code ofthe Freedom and Rights ofHuntsmen, and
Extracts from the Hunting Ordinances ofAlfonso V of Portugal Cummins' s background is in Spanish literature, and it is gratifying to see these sources given the
same prominence as those from northern Europe. The fifty-five black-and-white
illustrations are well chosen to illustrate techniques of hunting or its importance to
medieval culture.
Cummins writes with an obvious mastery of his sources and love for his subject. The various breeds of hunting dogs and hawks are carefully described along
with their care and training. The book covers an astonishing range of detail on the
dress, equipment, and techniques used for various game, including the more
exotic, such as chamois.
Cummins conveys an almost tactile impression of a medieval hunt as well as
the love and enthusiasm that many medieval aristocrats had for this pastime. For
the men it was an exercise of battle skills outside of war and tournaments. Large
hunts were well-organized military games, and some enthusiasts, like Alfonso XI of
Castile and his bear hunts in the high sierras, went out of their way to make them
as dangerous as possible.
Images and metaphors from hunting permeate medieval art and literature,
points that Cummins underlines with apt examples and with a separate chapter on
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the unicorn. Major game animals were treated as worthy foes, and the rules of
conduct for hunting were just as rigid and its rituals just as elaborate as chose for
battle or tournament. Formality extended co the "unmaking" of the prey, butchered with precision by special cutlery. All was a tribute to the qualities of the animal killed.
Although Cummins refers to the earlier Middle Ages, his many and varied
sources are overwhelmingly from the thirteenth century and later. The one frustration of this fine book is dating the evidence. In the opening of chapter 3, for instance, Cummins refers to the "early" Latin treatise De arte bersandi, attributed to
a German knight, Guicenas. Following the note on page 274, "See Bibliography,
Guicenas," one finds "De arte bersandi, ed. Gunnar Tilander, Cynegeticas III,
Uppsala, 1956." The Boke of St. Albans is similarly listed in the bibliography as
Oxford, 1975. Dates following sources listed in the bibliography would be very
convenient as well as dates for the rulers discussed. Although the notes are brief,
the bibliography and index are very useful.
Melanie V. Shirk
University of New Mexico-Los Alamos

Joseph Ratzinger, Eschatology: Death and Eternal Life, Vol. 9 of Dogmatic Theology,
by Johann Auer and Joseph Ratzinger, trans. Michael Waldstein, Catholic University of America Press, 1988.
The contemporary Catholic theologians Johann Auer and Joseph Ratzinger
have prepared a nine volume series, Dogmatic Theology, as a set of textbooks for a
program of three years of course work in that field. Ratzinger' s Eschatology is the final
volume in the series, which includes volumes on the doctrine of God, the world as
God's creation, Chriscology, soteriology, sacramental theology, and ecclesiology.
In recent years, work in Catholic theology has flourished in Germany. Indeed,
Ratzinger himself now serves as the Vatican's Cardinal Prefect of the Congregation for the Doctrine of the Faith. This translation into English of the series authored
by Auer and Ratzinger is significant in providing broader international access to
this German theological literature.
Ratzinger's Eschatology discusses such traditional questions as the immortality
of the soul, the resurrection of the dead, the Second Coming of Christ and the
Final Judgment, and the states of hell, purgatory, and heaven. His avowed purpose
is to consider such questions from three perspectives: the biblical foundation of
doctrine, the history of doctrine, and the systematic inner coherence of doctrine. As a
matter of fact, Ratzinger' s text is strongest in the area of discussing relevant biblical

176

BOOK REVIEWS

scholarship. Historically, early Church theology receives the most attention,
although the medieval literature is by no means ignored.
In dealing with the problem of the intermediate state between an individual's
death and the expected bodily resurrection, Ratzinger awards high rriarks to
Aquinas's modification of the Aristotelian view of the soul as the form of the body.
According to Aristotle, the soul is irretrievably tied to matter. Aquinas, on the
other hand, affirms that the human spirit is at once something personal and the form
of matter. Concomitantly, Aquinas opens up the possibility of immortality.
Ratzinger's discussion of medieval eschatology is not, however, limited to wellknown figures, such as Aquinas and Joachim of Fiore. His work is commendable
in calling the reader's attention to more obscure yet intellectually significant
theologians and documents, e.g., to views of the Antichrist developed by a twelfthcentury theologian Gerhoh ofReichersberg and to a fourteenth-century papal bull
Benedictus Deus dealing with eschatological questions. Medievalists will also find
noteworthy the contemporary theological appropriation of the medieval concept
of the aevum in support of the location of the resurrection in the moment of the
individual's death.
Methodologically, Ratzinger' s approach to constructing a textbook in systematic theology is markedly different from that of his renowned German colleague
Karl Rahner. While Rahner's Foundations of Christian Faith is theologically creative in setting out Rahner's own perception and reconstruction of the Christian
message, Ratzinger's text represents a compendium of the thoughts of various
theologians and biblical scholars. Yet the reportive character of Ratzinger's
Eschatology makes it accessible not only to graduate students but to advanced
undergraduates as well. Students will find useful the appended bibliography of
works on eschatology available in English. The extensive references to German
language discussions contained in the textual notes will be appreciated by
anglophone professors of theology.
Janine Marie ldziak
Loras College
Sandro Sticca, The ''Planctus Mariae " in the Dramatic Tradition ofthe Middle Ages,
trans. Joseph R. Berrigan, University of Georgia Press, 1988.
Any misapprehension that Sandro Sticca in his study of the Planctus Mariae
has undertaken a task that is narrow and esoteric will be quickly dispelled by the
book itself. Sticca has proved once again that a most effective way to capture the
reality of a great period in Western culture is through the intensive pursuit of a
single artistic, spiritual theme. Sticca's work on the Planctus Mariae, a form of
1 77
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medieval lyric expressing the maternal anguish of the Virgin Mary at the
crucifixion of her son, reveals widespread and profound stirrings of the human
spirit during the Middle Ages.
The foreword, by Jean Charles Payen of the Univeisite de Caen, calls our
attention to the exceptional combination of intellect and feeling that Sticca brings
to his research. Payen implies that Sticca, a "formidable specialist in the history of
the theater," also knows through personal experience the prominence of Marian
veneration in the "Mediterranean faith" (ix). This special understanding, according to Payen, in no way compromises his rigorous scholarship.
Payen' s mention of "Italian fervor" (ix) as a motive in the cult of Our Lady
may also suggest the controlled energy one senses moving through Sticca's work.
Anyone familiar with the genre of Italian scholarship will appreciate Joseph R.
Berrigan's sensitive translation of Sticca's text from the l_talian, preserving its vitality and at the same time doing justice to the nuances of its critical thought.
Through nine chapters, abundantly documented and supplied with duplications of original texts, Sticca presents a carefully reasoned chronology of the
development and function of the Planctus Mariae, its interaction with theological
and liturgical sources, its seminal role in monastic and popular spirituality, and its
place in medieval Passion drama. His study deals capably with historical and critical issues, such as the interaction between Eastern and Western modes of Christian
thought, the consonances among the religious orders as to devotional literature
and practice, and the distinct role of the vernacular languages in evolving dramatic
express10n.
In chapter 8, which deals masterfully with the theatrical tradition and is the
longest (fifty pages), the author explicates and compares the various currents of
Passion drama in the regional dialects and emergent "national" languages of
Europe. Sticca's scholarship is especially brilliant in these passages, in which he
discovers and elucidates the common or Latin elements and develops theories of
origin and connection. In spite of this thoroughgoing treatment, the author ends
the chapter with the observation, "these connections can be more profitably and
more extensively observed as we begin to probe more deeply into the origins and
development of the Planctus Mariae' (169).
One gauge of the quality of scholarly work is its germinative effect. The
reviewer believes that the fecondita of Sticca's research will be apparent to medievalists in numerous specialties. Even a brief assessment reveals its many implications for students of the widespread spiritual and cultural renewal that flourished
in Wes tern Europe during the twelfth and thirteenth centuries.
Robert Edgar Day
University of Colorado-Boulder
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James R. Banker, Death in the Community: Memorialization and Confraternities in
an Italian Commune in the Late Middle Ages, University of Georgia Press, 1988.

In recent years a number of historians including Charles de la Ronciere, Brian
Pullan, and Ronald Weissman have turned their attention to the con-fraternities
oflate medieval and early modern Italy. The emphasis of their studies has been on
the role these sodalities played in promoting community in time of social crisis,
mediating between rich and poor, and overcoming the agonistic character of social
relations. In his important study of confraternities in San Sepolcro, a town of
approximately five thousand souls in the upper Tiber valley, James Banker shifts
the focus to the role confraternities played as memorializers of the dead through
prayers, masses, and acts of charity. Banker argues that confraternities expressed
"the lay people's desire to gain eternal life and recognition for their quotidian
social acts" (176), to in some way sacralize their lives.
After introductory discussions of the place of death-practices in late medieval
Europe and the sacred topography of the town, Banker focuses on the fraternity of
San Bartolomeo, founded in the first half of the thirteenth century. During the
course of this century, the fraternity grew to extraordinary dimensions so that it
encompassed almost all social groups, including both women and men.
Through its acts of charity, the fraternity provided assurance that virtually all
inhabitants of the town would receive at least some memorialization. But
during the fourteenth century, the fraternity declined dramatically in size as it
became, in essence, an organ of the commune, administering large bequests
and exacting a death tax in the form of candle remains on all members of the
community.
As the fraternity of San Bartolomeo changed, those who sought more intense
forms of spiritual participation looked elsewhere - to one of either the laudesi or
disciplinate confraternities. In his discussion of the laudese confraternity of Santa
Maria della Notte, Banker finds that it drew much of its membership from agricultural laborers and that it was the recipient of large bequests of land. By the
fifteenth century, the fraternity had likewise evolved into an administrative agency
that managed the estates of the deceased. The officers of the fraternity exercised
"administrative piety" (142). In the later fourteenth century only the seven flagellant
confraternities remained as expressions of intense lay devotion, in which the primal;'.' obligation of members (restricted to men) was to accompany their brothers
to burial.
Space does not permit an adequate evaluation of this rich study. Banker is
most successful when he discusses the administrative activities of the confraternities, and his notion of administrative piety is especially insightful. It helps explain
the extraordinary amounts of time and energy that men of elite and middling
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status in San Sepolcro and elsewhere in Italy spent managing the assets of
confraternal, guild, and even public funds. The book is somewhat less convincing
in placing the activities of the confraternities in the context oflate medieval deathpractices. A discussion of tombs, inscriptions, and artistic commissions would
better help set the confraternities within the culture of death in San Sepolcro. The
book includes appendices with the statutes of the three major confraternities
discussed.
Dennis Romano
Syracuse University
Joanne S. Norman, Metamorphoses ofan Allegory: The Iconography of the Psychomachia in Medieval Art, Peter Lang, 1988.
This study surveys the iconography of the battle between personified virtues
and vices from tenth-century manuscript illustrations of Prudentius's Psychomachia
to late fifteenth-century tapestries with similar non-Prudentian motifs. The first
chapters explore connections and contrasts between the fifth-century literary text
and visual forms, including monumental sculpture, fresco, stained glass, and
manuscript illuminations. The survey draws on a number of minor art form~, and
probably the most interesting commentary addresses details in the twelfth-century
ivory book cover of the Melisenda Psalter (chap. 6) . Joanne Norman also discusses
informatively the stone font (ca. 1160) at St. Leonard's, Stanton Fitzwarren ,
Wiltshire; a late twelfth-century enamel and gilt crozier in Florence; and the late
fifteenth-century Regensburg Tapestry in the course of her far-ranging discussion of
visual forms . Although attempts are made to explain the progress, variations, and
ultimate decline of the psychomachia motif, the strength of the book is in its close
consideration of particular items. One problem may be the number and diversity
of media, objects, and periods covered; in less than 250 pages the book touches art
works spanning nearly 600 years. Ample use is made of classic sources, especially
the works of Emile Male and Adolf Katzenellenbogen, but there is scarcely space
for the development of a new comprehensive theory in this format.
Besides a detailed discussion of the Melisenda Psalter (chap. 6), "King David
as a Psychomachia figure" offers a praiseworthy original identification of David as
the subject of an early twelfth-century fresco at St. Nicholas, T avant (lndre-etLoire) , France (164-68), but this central chapter offers only tentative and very
general theoretical conclusions about the intertextual relationships among the
biblical David, Prudentius' s poem, and later iconographic representations. Norman's
conclusions are just and provocative, but too often anything more than a brief
mention of important contexts - influence of the Crusades, effects of the
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Fourth Lateran Council, Prudentius's sources - is simply beyond the scope of the
study. Considerations of particular patrons, the social and political milieu, and
geographically determined influences give way too often to necessary description
of an artifact; a sense of unity is often lost.
Judged as the "survey" the work calls itself, this book contributes some
interesting commentary on sometimes obscure works of medieval art and ranges
across the interdisciplinary field of iconographical studies. The preface may be
accurate in stating that "no major variation" of the psychomachia motif "in France
and England has been overlooked" (vii), but the absence of an index and the
numerous errors in citing the illustrations detract from the usefulness of the book
for reference purposes.
Unfortunately the text and lengthy bibliography have a distracting number of
typographical errors. The n2 black-and-white illustrations (321-53) are usually, but
not always, large and clear enough to be helpful.
Steven Max Miller
Murray State University

RENAISSANCE
Thomas P. Roche, Jr., Petrarch and the English Sonnet Sequences, AMS Press, 1989.
With some obvious exceptions, the Elizabethan sonneteers have not benefitted
greatly from recent reassessments of Renaissance literature. While Sidney and
Shakespeare occupy much of Thomas Roche's attention, a major contribution of
his study is simply to direct serious attention not only to such predictable secondary figures as Daniel and Greville but also to such more-or-less neglected authors
as (among other) Henry Lok, Barnabe Barnes, Henry Constable, William Alexander, and Alexander Craig.
Roche's thesis is ostensibly twofold: each of the sequences "had a subtext of a
myth" and "each had a numerological structure" (ix). These two propositions are
closely related - the subtext of the first version of Daniel's Delia, for example,
comprising fifty sonnets, is said to be the myth of the Danaids, though there is no
reference to them in Delia itself (358). Roche assumes not only that "numbers of
poems count almost as much as the poems themselves" (297) but that these
meanings can function without overt verbal signals. Roche admits, for example,
that the structures he ascribes to Craig's Amorose Songes, Sonets, and Elegies
"except in broadest outline ... do not become apparent through the words of the
text" (291). The difficulty with this assumption, of course, is not that a particular
interpretation may not have been intended but simply that we can never know
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whether or not it ever was intended (or even recognized). Perhaps Sidney actually
did intend by the n9 poems of Astrophil and Stella "to symbolize the ten years of
Ulysses's journey home" (236), but since "Sidney is no more explicitly about Ulysses
than he is about Penelope, neither explicitly mentioned in the text" (236- 37), we can
never know, I think, whether Roche's "discoveries" of numerological patterns represent the recovery of an Elizabethan game or simply the creation of a new one.
In spite of the attention Roche devotes to numerological speculations, what
unifies his study is the assumption that Petrarch's Canzoniere thematically determined the nature of the Elizabethan sonnet sequences. Roche argues, convincingly
enough, that the Canzoniere is about the misuse of human love (104) and that
"Petrarch was read ironically in sixteenth-century England" (89) . More debatable,
though, is the contention that Petrarch established a definitive pattern according
to which all sonnet lovers follow "the wrong object of desire" (184): "in English
Sequences there is not progression, only regression into the selfish nightworld of
desire unfulfilled" (242) . While this premise is borne out by Roche's reading
of Sidney, for example, it also seems to explain his lack of detailed consideration of
Spenser's Amoretti (of acknowledged utility on numerological grounds). The premise
underlies a brilliant reading of Constable's Diana, but it also leads to the curious
conclusion that the triumphs over time in Shakespeare's Sonnets are merely "brazen brags" and to the even more curious conclusion that the "I" in those sonnets is
the poet's own Will and the "you," the young man of sonnets 1-126, the poet's own
Wit (390, 395). Roche's contention that the Elizabethan sonnet conventions "speak
of symbols concealed in the name of women, cast as false goals better not achieved"
(477) is at times undoubtedly true; as Roche presents it, however, it is a conclusion
that obscures the progress toward what is surely one of the greatest achievements
of Elizabethan love poetry, the achievement of Amoretti and Epithalamion, for
example, or of Donne's "The Sunne Rising," the radical redefinition oflove itself.
David R. Shore
University of Ottawa
Christine Weightman, Margaret of York: Duchess of Burgundy, I446-:-I503,
St. Martin's Press, 1989.
Christine Weightman's book is to some extent a revisionist study of Margaret
of York and her family. The scarcity of personal records has made biographies of
fifteenth-century women difficult to write, and Weightman, who uses a wide range
of documentation, largely in French and English, does sometimes seem to have a
life-and-times approach, but usually she succeeds in limiting her material to what
clearly relates to the life of Margaret.
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Early in the book Weightman leads her readers skillfully through the YorkistLancastrian struggles at home and the Franco-Burgundian competition abroad.
Her genealogical charts and other illustrations help to clarify these complicated
events. Refusing to rely on old stereotypes about women in her discussion of
Edward IV' s marriage to Elizabeth Woodville, Weightman emphasizes that the
queen's English relatives formed an extremely useful network of support for the
Yorkist dynasty. She also points out that on her mother's side (the St. Pols) Elizabeth was a descendant of Charlemagne and that her family played important roles
in Continental politics. The queen's Burgundian ties and that duchy's rivalry with
France were important considerations in the negotiations that led to the king's
sister, Margaret, marrying in 1468 Charles the Bold, the last Valois duke of
Burgundy.
A well-educated woman, Margaret knew French and Dutch. Extremely religious and a follower of the devotio moderna, she was an active reformer, endowing
monasteries and financing ecclesiastical buildings. She was also a bibliophile; the
first book ever published in English was a collection of tales of Troy printed by
William Caxton in 1472 at her command. Most of her collection of books were,
however, on religious topics.
As duchess she was a skillful administrator, but she failed to provide the anticipated male heir. Many reasons for infertility exist, but surely that she was with
the duke only about one year during their nine-year marriage is one compelling
reason for this failure. After his death, in 1477, she remained loyal to his family even
in the threat of rebellion and French attack. She succeeded in accomplishing his
goal of marrying Mary, his daughter and her stepdaughter, to Maximilian, the
emperor's heir. After the death of Mary, in 1482, Margaret cooperated with
Maximilian in governing the territories and supervised the education of his two
children by Mary.
Tudor historians have sometimes characterized her celebrated support of the
Yorkist pretenders who challenged Henry vn' s rule as a personal vendetta.
Weightman cautions that Margaret's role was more limited than has been suggested and points out that Burgundy ceased to support the pretenders once Henry
had agreed to the commercial alliance of 1496, a treaty tha~ the duchess carefully
observed. In all her dealings with the pretenders, Margaret had enjoyed the fullest
support of Maximilian. Apparently, it had been convenient for him to use her as a
shield, letting her take the blame for Burgundy's encouragement of them.
Weightman's insights such as these make her work a fascinating and long overdue
study.
Retha M . Warnicke
Arizona State University
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George M. Logan and Gordon Teskey, eds., Unfolded Tales: Essays on Renaissance
Romance, Cornell University Press, 1989.

Unfolded Tales: Essays on Renaissance Romance is a rich tribute to A. C.
Hamilton, the distinguished Canadian Renaissance scholar. In his foreword,
Northrop Frye finds the origins of romance - a tenacious form in literary historyin the classical models of education revived at the Renaissance; and Gordon Teskey,
in his introductory essay, reminds us of the growing sophistication and respectability romance acquired at this period and points to its symbiotic relationship
with other forms considered superior to it in the classical hierarchy of literature.
A. Kent Hieatt and Patricia Parker highlight the romance and historical elements in Cymbeline. Hieatt plausibly argues that Shakespeare drew notably upon
his "A Lover's Complaint" and Spenser's Ruins ofRome when writing it; Parker is
equally convincing in arguing for an evocation of the Aeneid in its romance plot.
Robert B. Heilman analyzes Greene's euphuistic style in his Card of Fancy
(1584) and shows its configurations "inhibit the sense of freedom requisite for the
romantic tone" (62); in a second essay on Greene, W.W. Barker shows how Greene's
move from monologic discourse to dialogism in his later romances resulted in a
more mixed and dramatic style that could well reflect his work for the stage. In her
intriguing essay on Wroth's The Countesse ofMontgomeries Urania (1621), Maureen
Quilligan relates it to the possible influence of certain rites within the Sidney family
and concludes that Wroth appears to have presented in the character of Urania
"the seventeenth-century experience of the traffic in women" (280). Donald
Cheney's masterly iconographic study of the theme of renewal and return in
The Shepheardes Calendar makes the sequence reminiscent of romance by virtue of
that pattern of recurrence.
The six studies of The Faerie .f/Eeene break considerable new ground. Judith
H . Anderson sensitively unlocks the philosophical and literary implications of antiquity and memory in the House of Alma especially and concludes that Spenser
appears to have intended "his avowed kinship ... with Chaucer's romances as a set
paradigm of his relation to the recorded sources of memory" (30). Alastair Fowler
in his very full etymological and literary study of Spenser's names argues that Spenser
is more original and atmospheric in his use of proper names than any subsequent
poet. Harry Berger, Jr., sees the narrator's voice in the Florimell episodes in book
3 as uncritically endorsing an ideology of gender that a frequently erotic text calls
into question; in her illuminating study of generic hybridization, Carol V. Kaske
convincingly demonstrates that Stephen Hawe's The Example ofVertue (1503/4) is
the pervasive generic model for book 1, especially the conception of Una. Thomas
P. Roche's conclusion as to who the Muse of The Faerie .f/Eeene could really
(or possibly) be points the poem in the direction of Milton; and William Blissett's
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encyclopedic essay- arguably the best in the volume - on the caves and labyrinths
in The Faerie fl!!eene fully shows how alert Spenser was "to literary caves and
imaginative extensions of the cave idea" (288) and forms a distinguished ending to
a well-illustrated and distinguished book.
David Freeman
Memorial University of Newfoundland
Frances A. Yates, The French Academies ofthe Sixteenth Century, Routledge, 1988.
The late Dame Frances Yates was a highly respected and admired Renaissance scholar. Her insightful and clear handling of complex issues of sixteenthcentury history - in such books as Giordano Bruno and the Hermetic Tradition,
The Valois Tapestries, The Art ofMemory, Astraea, and in three volumes of Collected
Essays - has ensured her worldwide reputation. In some ways, I think The French
Academies of the Sixteenth Century is her most valuable work. First published in
1947, it is the only comprehensive study of the French academies, a work that did
much to shape the direction and determine the flow of intellectual and artistic life
during a period of serious crisis in French history.
Yates does much more than examine the nature and personalities of the
Academie de Poesie et de Musique, the Academie du Pa/ais, the Academie des ]eux
Floraux, and various religious confraternities; she also relates the activities of these
to the poetry of the Pleiade, to the Platonic Academy and similar groups in
Renaissance Italy, as well as to the flowering of encyclopedic academies iri the
seventeenth century. She shows how the union of poetry and music in the P/iiade
carried over into Jean-Antoine de Bai'f s Academy of Poetry and Music with its attachment to the moral and psychological and devotional effects of music. This union
also symbolized initiation into the higher spheres of Platonic knowledge: philosophy, rhetoric, and mathematics.
Henri III took a particular interest in natural and moral philosophy and gave
encouragement to academicians such as Pontus de Tyard and Jacques Davy Du
Perron, and favored ideas of the mystic philosopher Giordano Bruno, who upheld
the opinions of Copernicus at a time when that was a very courageous - or foolhardy - thing to do. An extension of Ba'ifs academy was the Palace Academy,
founded by Henri III under the leadership of Guy du Faur de Pibrac and attended
by the king himself. The Palace Academy debates focused on moral philosophy,
emphasizing the reconciliation of Aristotle's and Plato's doctrines of virtue with
the Christian tradition found in the Scriptures and the Church Fathers. The debates also featured political issues connected with moral philosophy, particularly
in relation to justice and good government, in the tradition of the Italian
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humanists. Visual imagery played a large part in the preoccupations of the academicians as well as religious policy and court entertainments. The latter were
sponsored on a lavish scale by the queen mother, Catherine de' Medici.
For Yates, the tragedy of the age was the general rejection of the academies'
efforts to bring about a harmonization of conflicting ideologies, resulting in the
extremism of the Wars of Religion. Yet, as she points out, a thread of the academic
ideal carried through into succeeding centuries to burst forth in the seventeenthcentury academies, the eighteenth-century philosophes, and the nineteenth-century .
lnstitut de France. This is a remarkably rewarding book to read or to reread.
De Lamar Jensen
Brigham Young University
Murray J. Levich, Shakespeare's Italian Settings and Plays, St. Martin's Press, 1989.
This slender volume aims "to consider eight works of various genres, written
throughout the dramatist's career, in the context of their settings" (ix) - specifically, their Italian settings. This specific motive looks to Shakespeare to register a
contemporary English fascination with Italy and things Italian. "This interest
manifested itself in travel to the country, learning the Italian language, translating
and being influenced by Italian books, and copying Italian fashions and culture.
For Renaissance Englishmen Italy was an exotic place, a fabled land" (4). Murray
Levich makes chis reputation ofltaly clear enough in his study. Much less clear is
what response to this fascination, what insight into England's dream oflcaly, Levith
is claiming for Shakespeare.
The body of the book straightforwardly presents the geographical stereotypes
relevant to eight plays. Following an introductory chapter on settings and sources,
chapter 2, for example, offers a general discussion of Venice's sixteenth-century
reputation, followed by comment on The Merchant of Venice and Othello. Succeeding chapters adopt the same format for other settings and plays. These discussions grow progressively briefer, partly to avoid repeating points made earlier, partly
because the richness and extent of the Italian material falls off from the standard
set by Shakespeare's Venice, where setting and drama are most intricately interworked.
This Venetian material shows the book at its best. Levith nicely summarizes
relevant aspects of Venetian trade, law, and government, synthesizing historical
fact with contemporary reports - particularly those of William Thomas (1507-54)
and Bynes Moryson (1566-1630) . Such discussion, though neither new nor revelatory, is genuinely informative. In these plays the dramatist clearly remarks the
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Venetian circumstances of Shylock, Antonio, Othello, Iago, and the others, and
Levith sheds a very helpful light on those circumstances.
Other chapters and plays that travel beyond Venice show the weaknesses of
the approach, which basically tries to connect a piece of local color from a play
with some point of reference beyond the play. The purpose of such connection is
to show Shakespeare's knowledge - more often, his ignorance - ofl taly, ultimately
in Levith's last chapter to suggest again that Shakespeare did not tour Italy. Because
some of the plays under discussion offer little in the way of local color, Levith
frequently develops his discussions as more general introductory comment of these
plays, their sources, plots, themes, and characters' names. Though intelligently
offered, such introductory matter does not strengthen this sketch of Shakespeare's
Italy so much as it seems to try to compensate for the meagerness of survey and
subject.
In general it appears that Levith is not seeing an Italy of Shakespeare's so
much as he is tracing reflections of the popular imagination that he brings to the
plays, perhaps thinking that Shakespeare means to flatter this popular imagination
and a popular audience with his Italian settings. There is, however, another more
interesting book here in posse. This potential book is half-visible in Levith's occasional remarks and asides concerning the imaginary status of this Italy, concerning
the theater's speculations about the identity and difference of persons or of cultures.
Shakespeare is too keen a social critic and satirist, and as an artist, he is too adept at
the juxtaposing of fictive settings for this more modest sketch of sources, settings,
and lines finally to satisfy as an adequate account of Shakespeare in Italy.
Jay Farness
Northern Arizona University
Christopher Haigh, ed., The Reign ofElizabeth l University of Georgia Press, 1987.
Christopher Haigh has brought together in this book a group of historians
who represent the cutting edge of present Elizabethan scholarship. Together they
explore the composition of the Elizabethan political system and "examine how its
institutions responded to the issues which most worried politicians and churchmen" (2). The book's nine essays, prefaced by Haigh's stimulating introduction,
cover topics as diverse as foreign policy, Parliament, the exchequer, the court,
government social regulation, the Elizabethan Reformation, and English Catholics.
Collectively, the essays dismantle many of the "complimentary certainties" (2) of
chose historians who published their major studies in the 1950s and 1960s, and each
in its own way helps to emancipate Elizabeth's reign from "slavery to the origins"
(19) of the seventeenth-century Civil War.
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Norman Jones sets the tone of this volume by concluding that the first year of
Elizabeth's reign established a conservative pattern for future policy, a pattern from
which she never deviated. Simon Adams, James Alsop, and Penry Williams then
focus on the workings of her government as a whole and conclude that even though
its chief officials "aged steadily with the Queen" (60), and the ad hoc nature of her
government seemed to operate in the interests of these men rather than the crown
or public, it was still able to "secure most of its principal objectives" (146) through
1603 because court, council, and counties achieved a degree of political consensus
previously unknown in Tudor England.
G. R. Elton's stimulating revisionist essay on Parliament concludes that little
institutional development occurred in either Lords or Commons from 1559-16m.
Lacking either power over the purse strings or an organized "opposition," Parliament
was dominated by the queen and council and so was strong only when acting in
concert with the throne. Here, Elton gently but persuasively unravels J.E. Neale's
"evolutionary scheme" for the history of the Tudor Commons, which was supposedly led by Puritans who at the expense of the crown secured real power "just in
time" to do battle with the Stuart kings.
G. D. Ramsay, the "elder statesman" of this volume's contributors, reminds
us of the importance of mercantile matters in Elizabethan diplomacy but unfortunately falls prey to some of the cliches of earlier historians who insist that the
Elizabethan "diplomatic organization was makeshift" (151) and its diplomats
inadequately trained and reimbursed for their services. Such assumptions are
rapidly collapsing in the face of recent American scholarship (led by Professor
Gary Bell of Sam Houston State University), which clearly establishes that the
Elizabethan diplomatic system was surprisingly well organized and filled with highly
educated men who had served extensive diplomatic apprenticeships and were paid
more regularly and adequately than any other Western European diplomats.
Patrick Collinson, Christopher Haigh, and Paul Slack end the volume with
stimulating essays on the Elizabethan church, the response of English Roman
Catholics to the same, and the impact of a paternalistic government's social propaganda on the maintenance of social order in the increasingly hard times of the late
sixteenth century. Together with the other contributors, these historians have filled
their well-documented essays with numerous signposts for future research and
publication. This book is a must for all students of Elizabethan England.

F. J. Platt
Northern Arizona Universiry
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Andrew Burr and John Orrell, Rebuilding Shakespeare's Globe, Routledge, Chapman
& Hall, 1989.

Rebuilding Shakespeare's Globe by Andrew Gurr with John Orrell is a fascinating and in-depth discussion of the International Shakespeare Globe Center, that is
now being built in Southwark on the banks of the Thames, and the research project
that made it possible. The ISGC will be a major educational and research facility
for the study of Shakespeare and his plays. A museum complex will contain "a
comprehensive exhibition of sixteenth-century Southwark and the City of
London, its houses and streets, its workplaces and its recreations" (43). Also
included will be reconstructions of the original Globe playhouse and a hall
playhouse based on the design by Inigo Jones. The hall playhouse was included
because of its similarity to the Blackfriars playhouse used by the Chamberlaine's
Men from 1609 to 1642. Although most of Shakespeare's plays were written to be
produced in the Globe, the company used the Blackfriars playhouse in the
winter months. The authors state that "Shakespeare's last plays were written
for two playhouses, and The Tempest apparently only for the Blackfriars" (47).
The major thrust of this book, however, is the examination of a remarkable and challenging effort on the part of several scholars and theatre professionals to sift through, debate, and evaluate all of the bits of information and clues,
new and old, concerning Shakespeare and the Globe. The book tells of their
effort to reconstruct a more accurate picture of the Globe, the size and shape
of the playhouse's stage and galleries, as well as the effort to establish a clearer
sense of how the Globe was used by the playwright, the players, and the playgoers.
Using modern actors, directors, and audiences in a laboratorylike experience, the ISGC will attempt to re-create the performance conditions that existed
in the late sixteenth to early seventeenth centuries. It is hoped that the discoveries
made in this scholarly effort will challenge our preconceptions concerning one
of the world's greatest playwrights. Whether or not these performance experiments will bring us any further knowledge remains to be seen. "The playhouse replicas and the exhibition are the basis for Shakespeare in theatre, a
living entity. The life of this new entity will not be just a matter of resurrecting old
bones but of the excitement of modern discovery, a new life for old plays . . ..
If we offer only slavish obedience to what we think were the authentic Shakespearean
originals we might produce no more than a kind of zombiedom, a living corpse"
(171).
The research outlined in Rebuilding Shakespeare's Globe is objective, insightful, and skeptical. It challenges our preconceptions and adds significantly to the
volume of knowledge about Shakespeare, his work, and his times. It has brought
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to a reality a two-hundred-year-old idea and dream of Shakespearean scholars - to
rebuild Shakespeare's Globe.
Timothy P. Bryson
Northern Arizona University
John N. Wall, Transformations ofthe Word: Spenser, Herbert, Vaughan, University
of Georgia Press, 1988.
The author contends that confessionalism (concern for doctrine) and personalism (individual piety) have never been emphases of the Anglican church. Its
commitment has always been to the eucharistic celebration in accord with Book of
Common Prayer worship, presumedly resulting in lives of charity. This thesis John
Wall repeats fervidly and continually, but he fails to provide much historical evidence for chis private belief. The author admits chat scholarly consensus has been
otherwise, for example, in affirming the Calvinist elements of the sixteenth-century
English church. Bue Wall senses that the brand of midtwencieth-~encury
Anglicanism he has experienced and has described in the prologue to the book
represents not only current Episcopalianism but the sixteenth- and seventeenthcentury church as well - and even patristic and biblical Christianity! Most scholars
will view this as a grandiose example of modern Anglican myth.
Involved are two problems: first, a peculiar reading of texts that disregards the
antithesis of the Protestant emphasis on grace and faith versus the Catholic concern
for works; and, second, the non sequitur that because Puritans were so intensely
Calvinist, Anglicans could not have been at all. It is hard to justify in the sources
Wall's contention that even the Bible itself becomes the word of God only in
communal worship. According to the author, Spenser wrote when there was a
hope of union of church and state, Herbert when the church was to be separate
from the state, and Vaughan when the church was suppressed by the Puritan
government. The works of these poets subjected to Wall's premises and interpretations make up the body of the volume. The epilogue-tells us that after 1664 there
was no restoration of the original Church of England. Though T raherne and
Dryden try to return, they are already on the road to the eighteenth-century view
represented by Samuel Johnson's distinction between didactic, or doctrinal, and
lyrical, or personally pious, literature.
According to the author, early Christianity was changed by the Scholastic
doctrinizing and personal salvationism of the Middle Ages, emphases shared by
spokesmen of the Reformation but not the sixteenth- and seventeenth-century
Anglicans who reasserted the simple, pristine faith. However, these foreign influences won over later Anglicanism with the aid of Protestant biblicism and science
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until the reforms of the nineteenth century and especially the antidogmatism of
this century, which Wall has experienced.
Unlike Jaroslav Pelikan, who has recently completed the fifth and last detailed
volume of The Christian Tradition (Chicago: University of Chicago Press, 1971- 89),
which analyzes what the church teaches by worship, confession, and doctrine, Wall
is interested in worship alone. Surprising is not only his interpretation of that
worship but also his impression that Anglicans alone are a worshipping and sacramental community. Most other scholars think Calvinists, Lutherans, Catholics,
and Anabaptists were too. Still, a challenge to established views is of value. Wall
supplies that; he also offers commentary on much recent criticism and provides
supplemental or alternative readings of the works of the three poets considered.
Wilson G. Baroody
Arizona State University
Roger Chartier, ed., A History ofPrivate Life: Passiom ofthe Renaissance, Harvard
University Press, 1989.
The third in an impressive series of five volumes devoted to the construction
of a history of social attitudes and human behavior, chis book has high ambitions.
In his introduction, Philippe Aries, a renowned scholar and one of the two general
editors of the series, lays out the foundation on which the studies of the fourteen
contributing authors are based. The strategy revolves around three issues central to
the development of private behavior: the centralized state, the progress of literacy,
and the influence of new forms of religion.
The opening chapter, "figures of Modernity," by Yves Castan, secs an important
theme of the volume, France in the seventeenth and eighteenth centuries. Franc,:ois
Lebrun's chapter, ''The Two Reformations, " essentially continues the theme,
treating the period after the Council of Trent in terms of religious customs in
different parts of France. Charles Borromeo is important for his influence on the
French clergy. Lebrun draws examples of veneration of saints, missions, and prayer
practices from French sources. In the discussion of Protestantism, he gives
examples from French Huguenot life, and one French principality serves almost
exclusively as example of Protestant religious customs (Germany and Italy are all
but ignored) . Roger Charcier's chapter, "The Practical Impact of Writing," constitutes an excellent essay on the spread ofliteracy and written materials and its comparative effects in different parts of Europe. An essay by Jacques Revel, entitled
"The Uses of Civility," is also among the most interesting chapters of the volume.
Revel draws upon the internationalization of manners and the teaching of rules
of comportment as exemplified primarily by Erasmus and their influence on
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education. Among the other more interesting chapters are Jean Marie Goulemot' s
"Literary Practices," which contains a fascinating discussion of the relation
between fiction and autobiography, and Daniel Fabre's "Families, Privacy versus
Custom," which includes a valuable analysis of the power of eighteenth-century
custom and neighborhood opinion over private behavior.
While the rich variety of topics in this volume, exemplified by the above, well
illustrates many aspects of the multifarious changes in daily life and attitudes that
occurred in the premodern heritage, the volume contains some lamentable shortcomings. First and foremost of these is its assumption that the history of the world
revolves around the history of France. Indeed many chapters, such as those by Jean
Louis Flandrin, Frans;ois Lebrun, Nicole Castan, Yves Castan, Daniel Fabre, and
Arlette Farge, treat almost exclusively developments in France that are based on
French sources, their conclusions suggesting that the French experience is valid for
Europe and for the period as a whole. Not only does this constitute a serious
problem with regard to the approach of this volume and its general conclusions
but, more particularly, with regard to its value as a history. Discussions of gastronomy and table manners that make a point of the importance of the invention
of the fork without ever mentioning Italy may well inspire wonder in the reader.
So also may discussions of the importance of the study, the garden, public space,
and the palace, which likewise pass over the importance of Italy in their history,
use, and development. Although, admittedly, privacy first occurs in England, the
discussion of this subject revolves around France. Indeed the volume leads one to
believe that not only was good taste born and vouchsafed to the French but all
other amenities of civilization as well.
Even more serious shortcomings occur in what would seem to be downright
historical mistakes. Several of these occur in the essay of Orest Ranum, "The Refuges
of Intimacy," in which one can learn that Alberti was a "wealthy Florentine merchant" rather than the primary architect on whom Renaissance architectural theory
revolved. A discussion of Alberti' s attitudes towards sculpture (he preferred to look
at sacred objects) suggests the author does not know Alberti, a sculptor himself
and the author of a famous treatise on sculpture. Ranum's further statement that
"if Alberti owned any paintings at all they probably were religious subjects" (218) is
amazing to any student of the Renaissance who knows Alberti was a painter and
the author of the seminal work on Renaissance painting theory that puts forward
the theory of istoria, on which the introduction of secular subject matter came to
be based. While Ranum discusses Diirer's print Womens Bath as an "invitation to
the voyeuristic onlooker," he does not mention Diirer's print Mens Bath, which
might have provoked different conclusions. His suggestion that the palace garden
derives from religious prints of the Madonna in an enclosed garden, which has a
long religious iconographical tradition, does not take into account the importance
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of secular themes, such as the garden of love and the fountain of youth, which have
an important history in Renaissance times.
This leads to another problem in the volume as a whole: the lack of relationship between the text and the many illustrations it contains. Few of the illustrations are discussed. Yet another important flaw in this volume is its virtual disregard
for the sixteenth century. Despite the protestations of Aries in the introduction
and Chartier in the epilogue, the Renaissance - part of the volume's title in both
the French original and the English translation - is for the most part ignored.
Perhaps the Renaissance can be passed over because it occurred in Italy.
Christiane L. Joost-Gaugier
University of New Mexico-Albuquerque

David Riggs, Ben Jonson: A Life, Harvard University Press, 1989.

Precisely because Ben Jonson's career was so entangled in the political and
social webs of Jacobean and Caroline England, his fortunes as a literary professional have received much attention in the last decade. Though scholars still must
reckon with him as an author who, more than any of his contemporaries, pursued
a relentlessly learned program for literature rooted in the intellectual traditions of
Renaissance humanism, modern accounts of his life and works have chosen to
emphasize Jonson the literary improviser, fitting his themes and plots to the complex matrix of patronage and power upon which authorship depended in the early
seventeenth century. The topicality of Jonson's dramatic work makes him a fruitful quarry for the new historicism, though alert scholars of Renaissance drama will
recognize in more recent critical orientations a continuation of concerns voiced
long ago in L. C. Knight's Drama and Society in the Age ofJonson (1937) .
David Riggs's new biography blends careful scholarship with a variety of critical
approaches. In his introduction Riggs prepares the reader for a psychoanalytical
interpretation ofJonson's life chat seeks to explain how his extraordinary aggressiveness (he committed two murders and was thrice imprisoned) stemmed from
his failure to form successful relationships with his natural father, who died when
Jonson was young, and with his largely absent stepfather. Jonson's art, obsessively
concerned as it is with formality and control, thus represents a "reaction formation"
chat countered his more irrational tendencies toward impulsiveness, violence, and
profligacy. In the early plays, Riggs skillfully traces plot patterns and character
types chat show Jonson displacing his personal pathology onto his art. Riggs's use
of a psychoanalytical model is convincing and deft; there is little of the
overdecermination in his analysis chat often mars such approaches.
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The psychoanalytical approach gives way to a more social construction of
Jonson's life in Riggs's discussion of the later career. Here the emphasis falls on
Jonson's concern with self-promotion, but Riggs points out that Jonson often
undermined his own success through his tendency co court danger recklessly even
in his later life when he was a Royal pensioner. Thus the "authorial self-division"
(59) we witness in the early Jonson correlates with a lacer career in which the court
poet refused merely to flatter his patrons, quite openly criticizing, for instance, the
lavish expenditures ofJames's court in the masque Pleasure Reconciled to Virtuethough prudence might have dictated a more oblique strategy for reforming the
court. Jonson emerges here as an author who prized his independence even at the
cost of his own financial security. Amid the uncertainties of his career as a·public
author, Jonson found time to construct a more private and reflective self chat,
Riggs argues, we can glimpse in the lyrics of Underwood. Jonson's career emerges
in its totality as one characterized by a "continuing adaptivity" (292) through which
Jonson negotiated his existence as a professional author while at the same time
preserving a sanctuary for a "gacher'd selfe" more sheltered from public life and
defined within a narrower circle of intimates.
Riggs's generously illustrated biography will be helpful co social historians,
scholars of Renaissance drama, and anyone interested in the career of an author
whose reputation has undergone such a deserving rehabilitation in recent years.
W . Scott Blanchard
Southampton College
Michael Hattaway, ed., The New Inn: Ben Jonson, Manchester University Press, 1984.
With their publication of The New Inn (composed 1629), the editors of the
Revels Plays signal their willing participation in the ongoing revisionary scholarship on Ben Jonson. Newly edited for the first time since the Oxford edition of
Hereford and Simpson (1925-52) , The New Inn, edited by Michael Hattaway, makes
accessible a play long considered the product of Jonson's decayed brain but described lately by Anne Barton as "fine and haunting" (Ben Jonson, Dramatist, 284).
Hattaway has collated an additional seven copies of the 1631 octavo edition,
along with those collated by Hereford and Simpson, and has included a list of
press corrections to supplement those offered in the Oxford edition. Hattaway also
refers to the 1692 third folio of Jonson's works and four other editions between
1716 and 1911. In accordance with the Revels's series conventions, he "regularize[s]
speech prefixes, correcc[s] literal misprints, expand[s] contractions ... , modernise[s]
spelling, capitalisation, italicisation and most archaic forms" (15). The result is a
readable text with a textual apparatus of mostly substantive corrections.

194

BOOK REVIEWS

However, while the textual apparatus seems to be careful and the historical
and literary commentaries provide helpful information and sensitive new-critical
response to the play respectively, major printing errors compromise this edition's
value. Only the first four lines of the octavo title page (of a total twenry-two lines)
are printed, although footnotes are provided; in 1.6.8, a speech prefix is attributed
to Ferret instead of the host; line 12 of 2.1, which should be the first line at the top
of page 94, has been misprinted at the bottom of the text on that page; and finally,
line 192 in 4.4 has been printed twice, upsetting the line delineation for the rest of
the scene. Several spelling errors also occur in both the introduction and the text
(see 22, 50, 169, 175, 176, and 229). Such errors in an edition self-professedly
designed to be a "work of lasting merit" (vi) render it virtually useless.
As is the practice in the Revels Plays, the text of The New Inn is accompanied
by useful critical apparatus. The introduction includes discussions of the publication
history and the principles for editing this edition, sections on "Jonson in 1629" and
"Date and Stage History," and commentary on the play itself. In this latter section,
Hattaway comes to the conclusion that the "fine mixture of genres" in the play,
together with the author's understanding of the necessity of role playing in even
ordinary lives, has been misunderstood because of an insistence upon using
"a neo-classic approach" (38). Hattaway's annotations are full of information and
helpful cross-referencing to other Jonson works. Several appendices conclude the
volume; a selection of poems that respond to Jonson's "Ode to Himself," in which
Jonson decries the public's negative response to the play's first production; a discussion of the provenance of two passages that appear in both The New Inn and John
Fletcher's Love's Pilgrimage (1615 or 1616; probably revised 1635); and the table of
press corrections. The edition ends with a useful Glossarial Index to the Commentary. But finally, while the textual and critical apparatus of this edition must be
deemed generally excellent, the inaccuracy of the text itself precludes its usefulness
either as a scholar's reference or a teaching tool. The Revels Plays, so long a highly
dependable resource for students of drama, has been misserved by the publication
of this edition.
Nancy A. Gutierrez
Arizona State University
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J. Honigmann, Myriad-Minded Shakespeare: Essays, Chiefly on the Tragedies
and Problem Comedies, St. Martin's Press, 1989.

E. A.

As pages viii-ix make very clear, Myriad-Minded Shakespeare is a reworking of
very disparate ideas that have engaged E. A. J. Honigmann. Clearly, Honigmann
cares more deeply about some essays than others, but he fails sometimes to carry
the reader along with him in his enthusiasms. For example, in the final and longest
essay, Honigmann presents considerable evidence to dismiss the notion of Shakespeare's friends, Heminge and Condell, that the fluent bard hardly blotted a line.
Honigmann is walking a tightrope here with biography on one end of the balancing
pole and evidence of Shakespeare's revision on the other. By far the more interesting portion of the essay is the first, biographical part. Honigmann fails to sustain
continued interest by not intermixing the biographical and textual criticism through
the essay. Happily, Honigmann's textual research is at least original. His evidence
that the "To be, or not to be" soliloquy was an earlier written piece that Shakespeare
inserted in revision is very striking (209-rn). A continual reminder of the sort of
Shakespeare he is creating would strengthen this thoughtful essay proposing "a
myriad-minded dramatist who remained creatively engaged with every one of his
plays" (221). Honigmann himself has difficulty in maintaining a creative engagement with his readers in every one of his essays.
Nevertheless, Honigmann has certainly accomplished the hopes of his opening thesis that Shakespeare's plays teach us "to look in all directions" (3). His essays
cover a good deal of ground. The first asks what sort of man was behind the plays,
though perhaps it begs the question Can the poetry "make" the man? The second
stresses powerful rhetoric in Julius Caesar and a combined Machiavellian and
Elizabethan willpower as an alternative to E. M. W . Tillyard's views in
The Elizabethan World Picture. Perhaps the essay loses its American audience briefly
with its references to Thatcherite ministers. Ami-Thatcherism elsewhere tends to
date some essays unnecessarily, though I can understand the academic foundation
for Honigmann' s feelings. (See the otherwise excellent feminist reading ofAll's Well
That Ends Well in the eighth essay.) The essay on the politics of Hamlet argues
convincingly for Shakespeare's more than England-centered historical perspective
in this play. The next essay defends A. C. Bradley's "character-criticism" in Othello.
The fifth essay tries also to deal with Bradley's concerns about the construction of
King Lear. Here Honigmann shows his ready contributions to the current criticism of Shakespeare in production. In his sixth essay, Honigmann shows his concern with what I call acts o and 6 in Macbeth and Antony and Cleopatra. He cites
Shakespeare's knowledge of Greek tragedy (96) when he really means that
Shakespeare knew of the Oedipus story from the Latin closet tragedian Seneca.
The seventh essay presents historical background for Shakespeare's problems in
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producing Troilus and Cressida. Having written about Measure for Measure, I was
especially keen to read the ninth essay, but Honigmann mainly tries to show the
interweaving and the enlarging of the generic boundaries in many of Shakespeare's
other works. The penultimate essay on stage directions renews Honigmann' s penchant for textual criticism. These essays will be most useful to graduate students
and professors.
Paul R. Thomas
Brigham Young University
A. F. Allison and D. M. Rogers, The Contemporary Printed Literature ofthe English
Counter-Reformation between I558 and I640, Vol. 1 of Works in Languages Other Than
English, Gower Publishing/Scolar Press, 1989.
John O 'Malley, ed., Catholicism in Early Modern History: A Guide to Research,
Center for Reformation Research, 1988.
The two works under review here represent part of a resurgence of interest in
Catholic Counter-Reformation studies. For the past twenty or so years the main
interest in Renaissance theology has focused on the various aspects, problematics,
and influences of the Protestant Reformation. Only recently has the imbalance
begun to be addressed; this is signally important for producing a balanced view of
Renaissance theology. Both of these works make a significant contribution to
Counter-Reformation scholarship. The bibliographical work by A. F. Allison and
D. A. Rogers continues the important work of their previous volume A Catalogue

of Catholic Books in English Printed Abroad or Secretly in England I558-I640 (1956).
Perhaps of all the studies on the Counter-Reformation in England, this work has
made it possible to think in terms of an English Counter-Reformation. Their current volume will enable scholars to continue in-depth studies based on primary
bibliographical work.
The catalogue is composed of religious works written by English Catholics in
languages other than English. Some 1600 of these works are recorded and, where
necessary, annotated. The volume includes several useful indexes: publishers and
printers, chronological, proper names, and addenda and corrigenda. The compilers have read each work listed and often include notes for the work. Location as
well as number of copies are noted: By identifying fictitious imprints, variant editions and by listing anonymous and pseudonymous works, the compilers provide
important information that will help scholars fill out the printing and publishing
history of English Catholicism. Entries are recorded for such well-known English
Catholic figures as Edmund Campion, George Conn, Christopher Davenport,
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and William Fitch (Benet of Canfield), but the volume also contains a wealth of
entries for lesser-known and anonymous figures, thus helping to fill out the picture
of English Catholicism. There is a wide range of types of work that run from
full-length theological or meditational treatises, petitions to royalty, and legal
documents to missals and breviaries. All in all this work is an exemplary bibliography. Its importance lies in what it reveals about English Catholicism in the period
covered, including the extent to which each issue was commented on. Moreover,
many of the works were written either for a European audience or in Europe for an
English audience. Although many of the works cited are minor in and of themselves,
together they show just how extensive the awareness was over the plight of English
Catholics and reveal some of the impact Catholicism had on English culture, politics, and life and vice-versa. When the material from this volume is placed with
Allison and Roger's original Catalogue (and the material to come in the second
volume) , scholars will be able to draw a much more accurate picture of Catholic
life in England, including more detailed knowledge of how Catholics felt about
loyalty oaths, bans on worship, and debates between regulars and Jesuits. We can
only await the expected second volume, which will be a revision and expansion of
the original Catalogue.
The second volume under review is a companion and counterpart volume to
Stephen Ozment's Reformation Europe: A Guide to Research (1982) that attempts to
survey the state of research in Catholic Counter-Reformation studies in a wideranging approach. In his introduction, O 'Malley explains the purpose and content
of the collection, stating that his principle of inclusion was determined first by
importance of topic and second by new methodologies in a given area. Moreover,
O'Malley provides a useful overview of the state of research in Catholic CounterReformation studies, including assessments of major problems and the quality of
scholarship. There are sixteen essays in the volume, covering the following topics:
the extent of Catholic reform in Germany (Robert Bireley), Spain (William S.
Maltby), France (Pierre Bier), the British Isles (Martin]. Havran), and the PolishLithuanian Commonwealth (Jerzy Kloczowski); popular piety (Peter Burke); the
role of women in the Counter-Reformation (Kathyrn Norberg); the Jesuits
(John Patrick Donnelly); spirituality (Massimo Marcocchi); missionary work
(John W. Witek) ; the Council of Trent (Giuseppe Alberigo); CounterReformation doctrine and theology (Jared Wicks); the Inquisition (Agostino
Borromeo); liturgy (Niels Krogh Rasmussen); preaching (Peter Bayley); and schools
and catechetical instruction (Paul F. Grendler). Each essay attempts to survey the
.scholarship and problems within the topic and to provide a precise bibliography.
Moreover, each essay points to areas of future research needed within its scope. To
this extent, the volume is successful and well worth the scholar's attention. One
regrets only that more topics, such as literature, theater, and art, could not have
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been included. The essays by Havran, Burke, Norberg, Marcocchi, Alberigo,
Wicks, Rasmussen, Bayley, and Grendler should be of particular interest to
nonspecialists.
For any scholar interested in Catholic Counter-Reformation studies, these
two studies will be invaluable and should help address a major historical lacuna in
Renaissance studies.

Eugene R. Cunnar
New Mexico Scace University
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In Memoriam
Benjamin F. Byerly
1929-1990

Our Association lost one of its founding members on 6 July 1990, when
Benjamin F. Byerly died in London. A member of the History faculty at
the University of Northern Colorado in Greeley since 1963, Ben Byerly was
a dedicated teacher of classical antiquity as well as the medieval era. Ben
was a dedicated and productive scholar, serving as an external editor of the
Public Records Office.
A native of Oklahoma, where he was born in 1929, Ben moved with his
family to southern Colorado, where he finished high school in Fowler and
then attended Pueblo Junior College before moving on to Kansas State for
his bachelor's degree. His graduate career began after three years of service
in the U.S. Air Force in Germany. At the University of Illinois he took his
master's and doctorate in English constitutional history.
His first academic post was at Washington College in Maryland. He
then moved on to the University of Northern Colorado. For more than
twenty summers he annually returned to London to pursue his scholarly
interests in medieval English government and administration. His diligent
and productive scholarship garnered for him grants from the American
Philosophical Society and the National Endowment for the Humanities.
With the able assistance of his wife, Catherine, Ben edited two valuable
volumes for the Public Records Office: Records of the Wardrobe and
Household I285-I286 (London: HMSO, 1977) and Records of the Wardrobe
and Household I286-I289 (London: HMSO, 1986).
Catherine is readying Ben's last historical manuscript, a biography
of Eleanor of Castile, queen of England from 1272 to 1290, for publication
by Her Majesty's Stationery Office. Ben authored five articles for The New
Catholic Encyclopedia. His significant contributions to historical scholarship
resulted in his election as fellow of the Royal Historical Society in 1977. In
1986 and 1990, Byerly was selected the University of Northern Colorado
College of Arts and Sciences Scholar. He was also a member of Phi Alpha
Theta.
A measure of the breadth of his interests is reflected in the volume
which he and Catherine edited for the Colorado Associated University
Press, Dearest Phylabe: Letters from Wartime London (forthcoming), the
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correspondence between an English woman journalist and Phylabe Houston
of Greeley.
In the early years of the RMMRA, Ben participated in the planning of
the modest sessions which characterized the association's initial conferences.
Modest, that is, in terms of numbers of participants; but in these formative
years Ben's interest and quiet support helped to lay the foundation for the
expansion and success that was to come in the form of greatly enlarged
participation in the annual meetings and then the launching of this journal.
In addition, Ben in our meeting at Colorado College in 1987 gave us preview of his final scholarly project mentioned above when he read a paper,
"The Household and Administrative Personnel of Eleanor of Castile."
Our guild has lost a master whose scholarship greatly enriched our
understanding of medieval English government.
Harry Rosenberg
Colorado State University

In Memoriam
Fredi Chiappelli
1921-1990
In .feta dum Jluvii current, dum montibus umbrae
Lustrabunt convexa, polus dum sidera pascet,
Semper honos nomenque tuum /audesque manebunt,
Quae me cumque vocant terrae. . . .
Virgil Aeneid 1.6or10*

As scholar and teacher, Fredi Chiappelli made extensive contributions to
our understanding of the Middle Ages and the Renaissance. He is responsible for well over two hundred publications and contributed substantially
to our understanding of the works of Machiavelli. In acknowledgment of
his impact on a future generation of scholars in Italian literature, he was
honored with an award for excellence in teaching by the University of
California, Los Angeles.
Fredi Chiappelli's contributions to the study of Medieval and Renaissance culture had a resonance for beyond his own field of specialization,
the Italian Renaissance. For those of us who pursue our scholarly vocations
of research and teaching in the western states, particularly Arizona, California, and Utah, his dynamic presence transformed the landscape of our
institutions. Under his creative and energetic leadership, the UCLA Center
for Medieval and Renaissance Studies became an intellectual force, drawing
the best of European scholars to the western United States. The UCLA Center
became a model of what might be achieved through cooperation, with Fredi
as its articulate and compelling advocate.
I first met Fredi Chiappelli through Delno West, a colleague in the
Rocky Mountain Medieval and Renaissance Association. Delno and I had
begun to function as an unofficial network for visiting scholars who might
want to take a swing through Arizona. In May of 1980 I received a call from
Delno, asking me ifl could set up a luncheon for Fredi Chiappelli, a visitor
from UCLA. I was more than a little nervous when I picked up Fredi at his
motel shortly after lunch because, upon making his acquaintance, I had to
give him the message that his home had been robbed just shortly before the
back of it had shifted off its foundation causing a large part of his backyard
to be lost in a mud slide into a Los Angeles freeway. I would probably have
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felt even worse had I known that he had taken the trip to Arizona to
recuperate from an operation for cancer.
Dismissing the news of personal misfortune with a characteristically
charming wave of the hand, Fredi Chiappelli quizzed me about the budget
and structure of our local society and began to describe the benefits of an
organized research unit. His visit to the Arizona State campus in 1980 was
the catalyst for the founding of a statewide center in Arizona; later both
Fredi and I discussed the founding of the Medieval and Renaissance Studies
group (MARS) at Brigham Young University with Madison U. Sowell.
Fredi told me that the story of Junipero Serra, the Catalan friar who
founded the California missions between San Diego and San Francisco,
had made a profound impression upon him. Serra's missions are named
San Clemente, Santa Maria de los Angeles, San Luis Rey; and these names
are taken from the loft of little altars found in Pedera, a village in Majorca,
where J unipero Serra served mass as a young man. The image of a landscape transformed by a string of missions suggests the kind of impact that
Fredi Chiappelli has had on the landscape of our western institutions.
Jean R. Brink
Arizona State University

*While rivers shall run into the seas, while clouds shall sweep across the
mountain tops, while heaven shall nourish the stars, your honor, name,
and praises shall always stand, whatever lands may call me.
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